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PREFACE 


T was an early discovery of the ancients that you 
cannot get blood from a stone. Modern teachers have 
discovered that it is equally difficult 


to get poetry 
from a pachyderm. If, however, the feeling for it be there, 
in the pupil as well as in the teacher, it may be 


out, clarified, and refined by Judiciou 


as Many young people as possible to an a 
what they already respond to, confusedly, 
of course, that they will read 
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M are tomorals. Each age has its ideals of both one and the 
other, and tries to put them into practice. The freat 
thing in each case is to feel identified and affirmed in the 


‘| dogmatic from a simj 
i this prove an insufficient eXcuse 
in the main is simply an amplification 
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AN APPROACH TO 
POETRY 


CHAPTER I 


INTRODUCTORY 


of words, a witty 
i | usic only when he 
is struck, like a piano : 


or because he is inspired, like a Cumaean Sibyl? Are we 
to think of him as a rhythmic plodder 
of ideas along the common highway 
we speak of him in this way: a poet is something Strange 
and apart, a favourite of the gods, who have b 
him extreme sensitiveness and sensibilit 
and windows, to subtle and delicate im 
bruise themselves against oth 
captures and coaxes to sing t 
' the beauty of their melodies builds 
and feeds them on honey from the 
garden ; till they in their happin 


We live by Admiration, Hope, and Love . 
And, even as these are well and widely fixed, 
In dignity of being we ascend. 

But what is error ?>—' Answer he who can | * 
The Sceptic somewhat haughtily exclaimed, 


I I 


Pad 
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Is that poetry? Or shall we agree with Herrick that 
not every day is fit for a poet to write verse ? 


'Tis not every day that I 
Fitted am to prophesie ; 

No, but when the Spirit fils 
The fantastic Pannicles 

Full of fier; then I write 
As the Godhead doth indite. 


And yet Ruskin accepted Wordsworth’s line—‘ We live 
by Admiration, Hope, and Love “—as ‘my literal guide in 
all education ’, and rightly too, considering the meaning 
he read into the words. Surely therefore it must be good 
poetry. And for the same reason Ruskin’s explanation 
of it must be better poetry. But what then becomes oi 

the distinction between poetry and prose ? Or is there 
no distinction? ‘Who is she that looketh forth as the 
morning, fair as the moon, clear as the sun, and terrible 
as an army with banners?’ Is that prose OF poetry ¢ 
Or, again, was or was not Walt Whitman a poet: | . 

We may find an answer to some of these questions 1! 
the different meanings attached to the word poetry. An 
+t will be well, before going any further, to consider some 
of these. Let us take the three main uses of the word, 
and start with the most common. 

First of all, then, the term poetry Is used as the converse 
of prose. Whatever is couched in the form of verse 1S 
poetry in this sense of the word, from a nursery thyme to 
Samson Agonistes. But the Song of Songs, as we have 1, 
isnot. Bare form is made the criterion ; matter and spirit 
and imagination and beauty count nothing. Consequently 
every one who writes verse straightway becomes a poet, 
like Dryden’s Doeg, who 


was too warm on picking-work to dwell, 
But fagoted his notions as they fell, 
And, if they rhymed and rattled, all was well. 


Walt Whitman, however, by this criterion is none. But 
since there is no special gift required in cutting up sentences 


ee 
i 


i ce ———————— 
i 
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into sections which shall jingle and scan, and si 
, and since 
metas ee oe yes i ey cores name se ea 
Poetry in the second pice, etanrie tort ae ciel lat 
eee : 

oe ap Suite Beauty a oe pee reactions ofthe sal to 
he ite be m, or pathos of nature, lif 
Every one is a poet now who shows any indi Woe ee 
late or otherwise, of feeling such reantin Dao eee 
not be able to give them shape oe ug Mee gat Re 
i Siete verse. ya 
_ Gray, for instance, in this sense of the wor i 
cnn. oe bactpae calor Milvon ” therets 
written verse like Milton's. Walt Whi es paving 
hegre he was not, judged by the canon of verse oie ee 

oO quote Carlyle, We are all poets when we read eee 
well. To win such a title there is no more es AL te 
| strictly meditate the thankless Muse’; no disci li 2 
thought and passion and imagination ‘no netene ste 
wens of word and idea, are required ; Pe aoa fee: 
ought at a bookstall for sixpence, and areas hs. Be 
aeeneeD en men taty Or say that a mental eal 
feeling Pe eauty and can give it artistic ecpresin: eal 
oe a ae in stone, paint, marble ; if we want a Seen) 
can call him e nteeaes areas . ohh ae 
eae core tee eéXpression to his feeling be a ee 
ese y ies we call such a man a poet, or his 
Be soueende = compliment fo poetry, but ti 
a is onsen usion, and leads to a wrong estimate it 
form. For in sy ae tne regres : 
form must balan vareach ation ee see and 
for ems b: nee each other. Nor does anyone doub 
oe ae eae form in the other arts, only in a 
aa ee : at perhaps in these more than the othe. 
e re O insist on the importance of f . 
ecause it 1s not so obvious, its medium bei facntiiae 
And it may help us to a better notio ae 


little deeper into this subj n of poetry if we go a 
: ect of iti 
matter aud formin the Pan ena relation between 
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Every work of art, rounded and concrete as we now have 
it, was once a more or less indefinite idea floating in the 
mind of the artist, to him far more glorious in that inchoate 
state, in all the glow of a fresh conception, untrammelled 
by any of the dulling limitations of body and felt in its 
immediate significance, than when irrevocably fixed and 
embodied in some form. And there never yet lived the 
artist—no, not even Shakespeare himseli—whose execution 
was equal to his conception. That satisfaction is reserved 
for dunces. For to execute an idea is to re-present it under 
the conditions of some vehicle in accordance with the laws 
of the form chosen; and to give form is to assign limits 
and to arrange a sequence. And so in all execution the 
immediacy, the fluidity, and the perfection of the idea are 
necessarily lost. But something is gained as well as lost. 
Form has beauties and elegancies and powers of its own 
- that give force, proportion, and harmony to the idea, which 
it lacked before. And even if this were not so, even if there 
were nothing but loss in execution, the artist would still 
try to give expression to his idea through some particular 
outward form. For that is his characteristic, without 
which he would not be an artist at all, but a dreamer. 
The artistic idea, being inextricably mingled with feeling, 
+< not satisfied until it is expressed. It is true that all 
feeling asks for expression ; but while other feelings and 
ideas are content with expression of any sort, as long as 
somehow they do get expressed, the artistic mixture ot 
feeling and idea demands, and is restless until it gets, one 
particular kind of expression. The simple fact of expres- 
sion contents the one, the particular and exact form of 
expression it demands alone appeases the other- What 
form the idea demands in the first place depends upon the 
artist’s original and inherited tendencies, not a whit on his 
position in life or his environment. Artistic feelings came 
to a ploughman like Burns, a barber's son like Turner, the 
son of a gamekeeper like Gluck, and they received expres- 
sion through certain forms which alone could give them 
relief, namely, through poetry, painting, and music. And 
this particular channel of satisfaction once found is used 
more and more until it comes to receive the whole flow of 
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the artist’s feelings, except in those rare cases. su 

aus F re cases, such as 
Rossen where more than one channel is found necessary 

Leaving these generalities and comi , i 

art with which we are here conceeied Lanes Shih eae 
sarily express himself in words through the form of vera 
for no other kind of expression can lull the emotional Meta 
within him. The very difficulty of subduing his concepti 
to form, the very process of welding together the oats mA 
and inward, the word and the spirit, ‘fils the fntacd 
Pannicles Full of fier’, or, in other words inflam "ite 
imagination and creates that divine heat th it tess 
thought and feeling molten in the crucible of 1 nee 
When they have undergone this process, form Aaa exes 
are so interfused that it is impossible to conside thee 
separately, or to change one word, without lene the 
charm of the whole. As an instance of the es ae 
difference the slightest alteration of form may aoe 
may compare a line from Romeo and Juliet with Th € we 
Cibber’s emendation of it in his adaption of th aoe 
Romeo takes leave of Juliet for what, me eee 


both, was the last tim i unknown to them 
euilecries e, she, with a sudden premonition of 


' O think’st thou we shall ever meet again ?’ 


The son of the Dunciad hero gives this version of the line: 


But do'st thou think we e’er shall meet again ? ’ 


eae Geen could well be slighter in appearance 
eine In : ect; for it is enough to expose the fact ie 
Warnene eat on poetry wes concerned, had no ear a 
nt, soul. That he had no ear ij ‘a 
ee ona the Sane o the line; that hahaa a nae 
> Shown by his failing to bring out th tural 
eupnesis of the moving words; that he had = peat 
s own ee a sutton of © But do’st thou think’ sha 
eer for k’st thou’ and ‘ ever’. whe 3 
: reby he | 3 
the force of the one and the pathos of the other, cca fe 
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the passionate foreboding of the whole line into insipid 
stage rhetoric. 

We cannot, then, be content with this second use of the 
word poetry, which takes no account of form, as the first 
use of the word took no account of matter. What we want 
ss some notion which combines these two meanings, and 
we find this in the third use of the word. This makes 
poetry stand for the most suitable expression, in verse, of 
poetic ideas and feelings ; and is the one we may pro- 
visionally adopt, taking it, not of course as 4 definition 
nor even as a good description, but as a ring within the 
circle of which poetry is somewhere to be found—a ring 
which it is the object of the following chapters to try and 
draw a little closer. 

In order to do this we must deal with selection, €Xpres- 
sion, and arrangement—that is, with the art of poetry, 
and with what is to be expressed, that is, with the nature of 
the poet shown through his thoughts and dreams ; meaning 
by his nature, his feelings, thoughts, and spirit, whether 
given directly as in a lyric, or indirectly through dramatic 
or narrative poetry. No two poets express themselves 
in the same way any more than they have the same nature. 
But the art of expression works always under the same 
laws, and subject to the same vehicle. We must therefore 
consider words as the vehicle of poetry, and try and 
discover what governs their selection and arrangement 
When we have done this we shall be in a better 


in verse. 
position to consider the nature of a poet and what dis- 
tinguishes him from other men and other artists. And 


having found these particular qualities we may go on to 
discuss them and eventually perhaps to arrive at some sort 
of notion of poetic perfection which may be of use in 
helping us to distinguish between genuine poetry and 
meretricious glitter. But if we cannot do so much as this, 
we may at least learn something of reverence for the poet 
and his art, something of awe for the clear spirit of beauty 
shining through his words, something of gratitude for the 
power that can so raise for us the value of life. It must 
not, however, be forgotten that the lover of poetry, like 


the poet, is born not made, and that no amount of culture © 
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can develop a seed that h | 
appreciation is a great a i pained aden ae 
a srprecietion, it is a commander without a 
rmy. it we would avoid ride shocks to ira- 
tion of certain great men, we must b is eee nac 
when reading their criticisms on art for Eh Theat 
bent. When, for instance, Dr ee Aeros yews’ 
snely no man could have ees thabhe esi ae 
pleasure, had he not known the author’; or when C niyle 
Saye. Eoetrys except in such cases as that of Keats wie . 
ew é consists in a weak-eyed maudlin sensibilit id 
ain vague random tunefulness of nature, is no oe 


faculty’; or when Ruskin tells us : 
once ode as sickly and useless ; se Shelley ne noes at 
and: a ee ; = should remember in these and scnile 
ee ail tage of poetry is different from the art of 
a eae owever great a man may be it is vet 
po pee re to talk nonsense about an art for an h 
nests no natural aptitude or special sympathy P : 
reduc Bee neue to the definite and orderly and tage 
BEE petty passes through the definite and ord e 
pie. the. mete. It is the first merit of the one t te 
= one Oo ene other to be opaque. We look nie h 
aoe : stream of prose at the golden grains of f ¥ 
; but with regard to poetry we are content ie 


en net soft hand, and let her rave 
“ed deep, deep, upon her peerless eyes. 


CHAPTER II 
WORDS AS SOUND—I 


ALLITERATION, ASSONANCE AND RHYME 


—AHE votary of poetry may be distinguished from the 
mere man of culture by the fact that he reads it 
, with his ear and tongue as well as with his eyes and 
brain. Hear him quote his favourite passages OF read 
them aloud. He lingers over the beautiful words like a 
lover over his mistress’s name; the stately words come 
marching out of his ‘mouth in solemn procession; the 
sweet words seem to melt on his tongue. And with what 
gusto he rolls out the thunder of the lines. He appears 
to taste poetry, like wine, with his very palate. And how 
it excites him! His voice takes a richer tone, his eyé 
kindles, he becomes almost inspired. Sometimes even, 
like the First Player in Hamlet, he ‘turns his colour 
and has tears in’s eyes’, till some 411 
‘Prithee, no more.’ Nor, as Ion the rhapsode was, 1s he 
affected by one poet alone and left cold by others, but 
culls his flowers from many a garden, finding blooms, too, 
in neglected plots and adding them with delight to his 
nosegay. And if he is learning any new language we Nay 
be sure to find him working first at the poets, and mouthing 
the lines that please him, before he can well understand 
them. Even while a schoolboy he did the same thing, 
and could repeat with pleasure, before he could construe, 
the old lines he has so often repeated since with a better 
understanding : 
Tityre, tu patulae recubans sub tegmine fagi, 
Sylvestrem tenul Musam meditaris avena : 
Nos patriae fines et dulcia linquimus arva, 
Nos patriam fugimus: Tu, Tityre, lentus in umbra 
Formosam resonare doces Amaryllida sylvas. 


To the unmusical intelligence it seems a mad thing to be 
able to get pleasure from the mere sound of words without 


8 


Polonius exclaims, - 


‘encran D 
om +. —_ 


= 


fia f Fas ie 
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a knowledge of their meaning. And yet it is certain that 


the pleasure m , 
Paradise Regained Ae. people get from these lines out of 


From Arachosia, from Candaor e 
one Margiana to the Hyrcanian cits 
a aces: and dark Iberian dales ; 
aoe Tapatia and the neighbouring plai 
f Adiabene, Media, and the south al 
Of Susiana, to Balsara’s haven— 


is in no wise dependent on thei 

And this pleasure in the mere seander oe 
to poetry. Who can forget Richa a 
of the charm of ladies’ names 1 
tion of the sound of ‘ Clare ] 


Fe of Feorraph 
mee Bret ptt ane 
ard Feverel’s dis 
oot flo share his appre 
: : i ayy? e in 
eee Matilda Laura Couritess Maken eee 
acs oe masculine names sometimes h : And 
-, Brevectcd cack the hame of that highwa: ants MUSIC 
Os erat obert Louis Stevenson that eee which 
Ween ‘8 ng exaggerat as ttscths oe it 
: r, again, Fit i os gate 
to be called @dAacca Dent tied 


bequeathe yvely and lordly n | 
ae a Fd wove by the Greeks and Rewer an 
fancies, would n ch itans and heroes. The alten ae 
clature of the a th ave been so numerous had the i Saat 
Sir ED iciians = be and legends been entrusted to Tee te 
falcon! Bp ete piadieed Ce source they have been 
: ical, medieval, or modern, think 
peor ees ao erature if all the Gneagenine: ati 
: : out of it. In Paradise Lost alone mes 

Thick as autumnal leaves t 

In Vallombrosa, Where ent aceon 

High over-arched embower. _ Sieh 


And yet they have no meani 
have no Meaning ; ifthew shaw 
pleasure they give is not devendent ii i Spe re Ste 
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is 1 i xplain why one succession of con- 
oe ss ate: eee should: without any relerena 
ene 3 eaning, give us extraordinary pleasure, a : 
sok ee ocean. should not, although it is obvious 4 : 
saan Woraans pass from the utterance of one sound to 
SaciReuerith varying degrees of ease. a segeatl Bi 
. insi ing to repeat very q 
mentor who insists on our trying ‘ ey ee 
| and thorny collocation of syllabi 
a Se tee ore thistles Y th a thistle sifter ; G but 
as poe by the difficulty of the task the pairs care 
BEE FEORTLE for an easy slide. pore aly ape ee 
j l ? 1 ‘Some Techn: 3 
BROCE thi @ peniceriialcensonants which seem to nee 
Beye! afanity for one another, so that the ee on 
ee iously provokes the use of the others, an - st 
Saat knowing it, is grateful for their company x 2a 
wane S, K are the most common sets—natura! Bllde 
M ane et 4 smoothness in speech. And the one 
ee ratters may find further instances in t ee Bere 
such aa n. too, assonance and reverberation, ea ae 
Alliteratto to the pleasure of sound, as do rhyme, eee 
something But when all the known Items are xe ee 
ane still remains a large sum of delight of w 
in . . - 
aes ag Oe eaana! explain me full any aie 
ic hear c e part o - 
hetic hearer, and though a large p enjo 
E Ages ete is due to the harmony between Coane 
ment 0 it is true, nevertheless, that poetry 1s an 3 s 
mean inspiration, and that much of the pleasure o 
well 23.27 Like other pleasures It 1s based on two 


ind 1s calculable. | : : constituted that 
ou facts of human nature. Men are so The 


ful. 
sees ble to them, monotony hateful. 
uniformity oe tb epetition of sound, but a Syeeaiit 
ear is gt4 of one note would in time drive any peared: 
reiteration, - for the more delicate the ear, the more Fat 
person ingling of uniformity and variety it demands i 
is the ‘efaction And it is the same with the eye, an 
its $471 th all our senses, The more refined they are the 
indeed efinement they require in the means of pleasing 
en : Without uniformity there can be no law, and 
,wmem: . 


aa 
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without law there could be no nature and no art. Sym- 
metry, balance, proportion, measure, harmony are all 
expressions of the same need of a design or pattern or 
refrain in art, repetition with variety. We cease to get 
pleasure if the pattern becomes too pronounced or if variet 
eclipses the design. Monotony results from the first, 
incoherence from the second. In all poetry, therefore, 
repetition and contrast of some sort, of sound, sense, or 
beat—is essential to pleasure. In our poetry the repetition 
takes the form of alliteration, assonance, rhyme, metre, 
and rhythm. - And the art of using them all lies in feeding, 
without cloying, the appetite for pleasurable sounds. In 
this chapter I propose to deal shortly with alliteration, 
peomancs, and rhyme, leaving metre and rhythm for the 
next. 

By alliteration I inean the near repetition of the same 


Consonant or vowel sound, whether it is repeated at the 


beginning or any other position in a word. By assonance 
I mean the echo or reverberation of a sound by other 
sounds similar but not identical. By rhyme I mean a 
mixture of alliteration and assonance occurring at the end 
of two lines which are close enough together for the ear 
to refer the one sound to the other. 

Coarse alliteration is often caricatured by Shakespeare, 
as, for instance, in the Midsummer Night's Dream : 


Whereas with blade, with bloody blameful blade 
He bravely broached his boiling bloody breast, 


Such ‘hunting of the letter’ naturally results in impale- 
ment on the horns of the prey. But here is another 
example—from Kubla Khan—where the alliteration, 
though strongly marked, has a very different purpose : 


Five miles meandering with a Mmazy motion 
Through wood and dale the sacred river ran, 
Then reached the caverns measureless to man, 
And sank in tumult to a lifeless ocean, 


This is an example of the way a poet can make sound help 
hisimagery. The picture of smooth, slow-flowing, winding 
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assisted by the strong alliteration of the 
guid Peasant the first ee : an alliteration repeaa 
more gently in the third, and dying away in ~~ fou a 
if carrying us with the river to the sea. Itis perhaps W 


noticing, too, that there seems to be in the English language 


i0 ity b ‘a’ and ‘o’ sounds 
a curious affinity between the open a and 
and their assonance, as shown in the preceding and the 
following quotations : 


uoth Christabel, so let it be, 
ree as the lady bade, did she. 
Her gentle limbs did she undress 
And lay down in her loveliness. 


As regards alliteration, what 1s chiefly ee fee is 
the unobtrusive appearance of the L (at 7 ce 
Christabel and in the unimportant word ‘ let ), 1 pracy 
prominence (‘lady ’ in the second line and ‘ gen . wee. 
in the third) until it at last casts off all disguise and Sey 
boldly forward to bear the weight of the a 
example of alliteration, rich without being st Oy es n! 
Tn the next example, from Tennyson, ere 
carried to the extreme mp eS OE ented. tate Sanaa 
ay i # ell as t 
Srld cloy ree iba as it is the effect is one of great 
sweetness and tenderness : 


Row us out from Desenzano, to your Sirmione setae i 
So they rowed, and there we landed—‘O venus eae soe 
There to me through all the groves of olives in a neuen oon 
There beneath the Roman ruin where the purp. i Pee r 
Came that ‘Ave atque Vale ’ of the poet's hopeless woe, 
Tenderest of Roman poets nineteen none A ay EPS 
‘Frater, Ave atque Vale ’—as we Wander’ ae slog 
Gazing at the Lydian laughter of the Garda aanic 

Sweet Catullus’s all-but-island, olive-silvery 51 . 


iterati ‘1’s’ in two lines is par- 
e alliteration of the ‘l’s’ in the last ir 
penal ioticeable One could fancy that 1t 1s because 
they have been struck so hard in the first of these two lines 
that they have, as it were, sunk below the surface in the 
last. 


ere. 2 es 
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The uses of alliteration are, then, first to gratify the ear 
by the repetition of the sound and lend a smoothness to the 
verse ; secondly, to help mark the metre and rhythm ; 
and thirdly, to give a kind of external unity to a passage, 
in the same way as a refrain does to a song, a refrain being 
but a form of alliteration. This may be seen in the fairies’ 
song from A Midsummer Night's Dream : 


You spotted snakes, with double tongues, 
Thorny hedge-hogs, be not seen ; 
Newts and blind-worms, do no wrong ; 
Come not near our fairy queen. 
Philomel, with melody, 
Sing in our sweet lullaby ; 
Lulla, lulla, lullaby ; lulla, lulla, lullaby ; 
Never harm, 
Nor spell, nor charm, 
Come our lovely lady nigh ; 
So, good night, with lullaby. 


Weaving spiders, come not here : 
Hence, you long-legg’d spinners, hence | 
Beetles black, approach not near: 
Worms nor snail, do no offence. 
Philomel, with melody, etc, 


We see here the use of alliteration in binding to ether th 
1e 

parts ofasong. It will be noticed, for instenee’ that the 
*P_ sound runs through the whole (spotted, spell, spiders, 

spinners) ; that the ‘sna’ sound in ‘snakes’ is repeated in 

the second verse—‘ snails '; that the long ‘e’ sound is 

used all through (be, seen, green, sweet, 

and so on. 


go on, though there are many other h 
the beautiful verses which are not at first obvious. 

A poet, of course, is as little likely to think of alliteration 
while he is composing as he is to stop and count the syllables 
each word that he writes is 
influenced by the sound of those that precede it, and has its 
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. 3 s his pattern 
1 those that follow. He weave tern 
Queer a he goes along, not acqotune ape Leia 
iteration and assonance, but addin dt 
Siee . ees his ear. But what pleases Sy ee fee 
fact A ifiteration and assonance, smoothness e pete 
and contrast, and the result is just as though he had \ 
sy aon be way of foil to the sweetness a6 snc : 
{alliteration and assonance let us take some harm) a 
aiff nt kind. Milton uses alliteration Spans NY 3 oe 
Ca ee i or 
swing of open V on 
a Gee ee Biod, never slide. sey gk: om 
ie The walk like ambassadors of a high | eae = me 
ig ified fathien lightest moments as well i : ae aaa 
“a Itation. Take the speech to the Phulistu ease 
Saran who stands, resting from toil, with oa be nS Ce 
the two pillars supporting the roof he 1s about to pul. 
upon the heads of his hearers - a 
| i LD. T; 
Hitherto, Lords, what your commands ape CPD} 
Ih ye performed, as reason was, et E: (ELL_D) 
ot ‘+hout wonder or delight beheld ; : (RD. ER) 
Not ee my own accord, such other tria ter (TR) | 
hens to show you of my strength yet grea (E.R. H,L,D)_ 
Ag with amaze shall strike all who behold. ’ »L,D) 


in itself 
There is no word here peculiar to portry a oe oe eer 
articularly beautiful; no imagery, fe art ariene 
piiteration subdued, all quite plain, simple, sree te eee 
-ward. And the oftener it is read, the gran aioe tae 
aa the eater the art of it seems. Let us a tyoreeat 
a ms Eis. ne sentence of six lines divided ae pine sear 
ee aes se grammatical construction, anc ® Sele 
sae eat : . , beheld’, the second, ape Sar 
behold re arti ee art of it lies partly in the contr ‘t pe ie! 
eae, balance, between the two halves ; but Ban y A 
ak the ear is prepared for the crash of soun we 1€ se 
Bae: The essence of the harmony will be pane in f 
| ae es rung upon the three open vowel soun Soe 
rayne ‘i? and their assonances. The order of the 
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Sounds in the first three lines is ‘0’, ‘a’, ‘i’, (imposed, 


-) Obeying, delight); in the first two lines of the last three 


we have ‘0’, ‘i’, and‘o’, ‘a’, (own, trial, show, greater) ; 
and in the final line are all three (amaze, strike, behold). 
It will be observed, too, how the last three lines, opening 
with the emphatic ‘Now’ and throwing a stress on the 
last syllable of ‘ accord , lead the ear to believe there is to 
be change of harmony, and holds it in suspense while the 
thythm hurries us along to the last words of the next line 
(‘yet greater’), which, being stressed by metre position 
and meaning, prepare the ear for the return of the old 
harmony. And thus apprised of what is coming, and 
momentarily balked, the ear is doubly pleased by the 
repetition of the long ‘a’, ‘i’, and ‘9’ sounds in the last 
line. We may easily test this, by substituting in the last 
line ‘fill’ for ‘ strike’, ‘ regard * for ‘ behold’, or ‘ alarm’ 
for ‘amaze’, when a perceptible disappointment will be 
felt in each case, 

If we turn now to the consonants we shall find the lines 
hung on the groups H, L, D, and T, R, making the passage 
between one word and another smooth and fluent, and 
helping to bring out the full force of the open vowels. 
There is nothing exceptional in the use of these or other 
ordinary groups of consonants, for they are used in almost 
very easy-running passage, whether in verse OF prose. 
The passage above quoted from Paradise Regained is a 
Case In point, and so too is the following quotation from 
Lycidas. It is only that of all the consonants they are the 
ones which in combination are most, what old Puttenham 
would call, ‘ slipper on the tongue’. Even when used they 


may be so coarsely laid on as to revolt the ear by insistence, 
and so to negative the very effect they were meant to 
produce. But their proper business is to make a smooth 


Carriage for the vowel sounds, and so they are always 
employed by Milton. 


Yet once more, O ye laurels, and once more 
Ye myrtles brown, with ivy never sere, 

I come to pluck your berries harsh and crude, 
And with forced finger rude 

Shatter your leaves before the mellowing year, 
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Bitter constraint and sad occasion dear 
Compels me to disturb your season due : 
For Lycidas is dead, dead ere his prime, — 
Young Lycidas, and hath not left his peer, 


| ards sound these are some of the most glorious 
fies eo enace And ae again a ee cee a on 

easul 1es from the way the open vowe 
Dee ced and harmonized, and from the delicate nan 
rung on the consonant groups. In the first aye me ee 
have ‘w’ (once, brown, with) together with the pa nds 
in a body; ‘b’ is introduced to prepare the way Me 
ip ’*s* to follow ; and a couple of ‘v's’ let us rare ‘hat 
we may expect their comrade ee . In the a i P 
appears, and amid the liquids ‘k™ (come, Cc el a 
becomes prominent. In the fourth line we Haye ca 
we were waiting for ; the sibilants begin to stand ou : 


fifth and are conspicuous Te 
I ‘shth and ninth the chief places are occupied D 
ene winding up the W, V, F, P group which 
: he passage. PLR 
BAG eee thee Becitics of sound here, we might call 
attention to the arcane La 
‘mvr-tles’., ‘ ber-ries ’, ‘for-c Cig PE a : 
Hee evarberation of ‘shatter Lh Luca hy ae oo ad 
‘ar’ and ‘oo’ sounds in “harsh and | : ing 
Hee ectedly after the pre eung Ve yowe: ae poe 
ine ; d so on. But enough has | 
ana of the technique of Milton's verse ; more would 
perhaps be wearisome ; so let us leave the letter and turn 


to the word, 
According 
-and arrangement ; 


‘before’, ° dis-turb ’ ; 


: consists in magnitude 
2 Toot etinousr at first sight ere seers 
b nexion between beauty and size, a little co ; 
GAR Hen ill convince us that—to use Johnson 5 Coun 
parison—no head carved on a cherry-stone woe i : 
beautiful as may be a Colossus cut from a rock, an at, 
though there is no fixing any proportion between hee 
magnitude has some relation to beauty. It is at any ra 
certain that, with regard to words, the longer ones are as 4 


in the sixth and seventh ; while - | 


i i 
en ‘more’, ‘laur-els*, — 
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rule more beautiful than the shorter. An obvious reason 
for this is that a long word allows more scope for allitera- 
tion, consonant affinities, and- vowel sounds. It will be 
remarked, too, that the eye as well as the ear can take 
pleasure in long words; and also that the mere duration 
of sound, apart from its sweetness or sonority, gives a 
certain satisfaction. On the other hand, a monosyllable 
with an open vowel sound often gives more pleasure than a 
three- or four-syllabled word with flat vowels. Taken 
simply, words like ‘ foam’, ‘ eye ’, “blight ’, please the ear 
better than words like ‘ insipid ’, ‘ provocation ', “ @Xpres- 
sion ’, although there is practically no word in the language 
that may not be made to sound well by combination with 
certain other words. | 

Poets therefore treat beautiful words like jewels, an 
them a setting that shows them up to the best advantage 
placing a long word or a line of long words among a grou 
of short ones, OF a sonorous word in the middle of flat ones 
There is, for instance, an oit-quoted line in Macheth which 
im itself is a magnificently sounding verse : 


The multitudinous seas incarnadine, 
But give it its context and it sounds still more magnificent : 


Will all great Neptune’s ocean wash this blood 

Clean from my hand? No, this my hand will rather 
The multitudinous seas incarnadine, 

Making the green one red. 


Or in these examples from Herrick, that lover of sweet 
sound, it will be seen how the setting brings out the beauty 
of his long words: 


In sober mornings, doe not thou reherse 
The holy incantation of a verse, 


Whereas in silks my Julia goes, 
Then, then (methinks) how sweetly flowes 
That liquefaction of her clothes, 
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ise ; it on your Foliage, and be scene 
Bee eonth, like. the Spring-time, fresh and greene; 
And sweet as Flora. 


As far as sound alone is concerned, then, words 
beautiful which are long, have open vowels, aves z 

ants ‘slipper on the tongue , and lastly are een 
ore and contrast with their companions. pul 
pe edly be said that poetry is never concerned WI 


sound alone; every beautiful-sounding word has also a ) 


eaning which affects our total enjoyment of the word. 
mean | 


For this meaning may be ugly, and so jar against the 


iscord instead of a 
ound, thereby producing a discord instea 

ieee Or again, the meaning may be beau ad 
Taee in which case the whole effect of the wor ee 
sif d instead of being reduced. But I shall dea se 
a the meaning of words, so that I need not here cons 
with 
i oat estion of rhyme. To 

let us turn to the qu pes Pe 
ie Bently is a matter of vocabulary and mgenuity ; 
and is 1atter ) : 
= eee ee Gr auderians tell us that thos ae 
sae ae perfect which have their last, or a0 2 be be 
oe cted and identical from the accented vowe 


of the syllable, provided that such syllables begin with 


different consonants ood. have ieee 

instance, ‘ way and ‘day ,0 a : 
Be hed kinds of rhyme, they say, are ss Oy es Beet 
fect. And if poetry were the art of r see Paes 
tl is definition would no doubt be useful, as ae id Sone 
sien like a standard weight oF vena Eiicnendedt ie 
| oF } Sue 
yet ot Sone it pc chae abe and not an end in itself, 
rhyme, 


ylittle heed to such definitions and find a rhyme pertes | 
at in proportion to its correctness, but in ad geere 2 
the sum of the pleasure it gives. To them a rhyme 15 — 


something more than a correct correspondence of sound ; 


it is a correspondence of sound between two words that — 


ani ai notion. 
help to pass a certain meaning and a certain emotio: 
hae ce owing to the properties of our language, the 


of pains; to rhyme well is | 
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number of words that rhyme correctly with another word, 
necessary for the poet’s expression, is often scant, rather 
than miss his material effect he will forgo the purely 
formal. But, more than this, a better formal effect is 
sometimes gained by an imperfect than by a perfect 
thyme. The unexpected is occasionally more pleasant 
than the expected—within limits. Just as if a man were 
to shout at an echo a dozen times, ‘ Now ', now’, ‘now’, 
it would be an agreeable relief from the monotony of the 
reply if the last answer were, ‘Then’. In part, therefore, 
owing to the limitations of the language, partly because 
matter and feeling and pitch are of more importance than 
thyme, sometimes also for the sake of variety, a poet uses 
eye-rthymes, assonances, and other so-called ‘imperfect ’ 
Thymes in his verses. But where a perfect rhyme is avail- 
able and fitting he will of course use it, not because it is 
perfect ’ but because it is the word that in the particular 
Place gives the greatest sum of pleasure. Thus Shelley 
thymes ‘wert’ with ‘heart’, and ‘ spirit * with ‘ near it? 
in the first verse of his poem To a Skylark ; elsewhere 
he rhymes ‘spirit’ with turret’. Shakespeare in the 
Sonnets rhymes ‘ poverty’ with ‘ injury’, ‘thee’ with 
,melancholy ’, ‘counterfeit’ with ‘set ‘live’ with 
achieve f etc. Milton in L’ Allegro rhymes ‘end’ with 
fiend ’, and ‘ verse’ with ‘ Pierce’. And numerous other 
examples of imperfect rhymes from the works of these and 
other poets might be added. . 
That our language js 
to many reasons which 
that it is difficult may b 
some of the most im 
truth, love, joy, time, death, God—h 


ave remarkably few 
perfect rhymes to them: an ly few 


d many important dissyllables 
—such as beauty, sorrow, mortal, Heaven—are in a like 


case ; indeed, our language is very poor in female rhymes, 
le. in rhymes between two syllables, the first accented, 
the second not, as between ‘ beauty "and ‘duty’. And in 
relation to this defect it may be noted that the end of a line 
Where the rhyme comes is the most conspicuous and 
weightiest position, as a rule, in the line; one therefore in 
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which the weightiest and most important words nati 
fall; so that the want of correct rhymes for the wor 
given above often puts our poets to great shifts, net Z 
standing the richness of the language in synonyms. , 
is this fact, too, to be taken into account, that o ; 
perfect rhymes available to a word many are le we 
by their inappropriateness or their unpoetical associa ie = 
Thus ‘time’ rhymes perfectly with ‘slime’ and ‘ grime_ 
and ‘dime’, but of these words the two gir ae ee y 
fitting and the last perhaps never. But, sg ofall 
‘love’ is the most difficult word to rhyme wi ; P ioe 
‘Dove’, ‘above’, ‘shove’, ‘glove are as ae 
at once, but there are not many more, and ae ee 
are rarely fit for use, though George Meredl ee ee 
to work in one of them in these lines from 


of Westermain : 


Love meet they who do not shove 
Cravings in the van of Love. 


So that poets are mostly oe gees red £5 rhymes 
= f Pog e Ae ‘rove - TO" i s 
Baithimac bene eemarked a consonance of ae 
regular intervals, is likely to become tiresome a eee 
if the echo follows closely on the report, all noueeed 
couplets. Such insistence of sound is gene yy ae 
by poets, sometimes by the use of eye-rhyme Pa 
imperfect rhymes, but more often—to use Milton sp ae 
‘by the sense variously drawn out from one ae Ke 
another ’, so that being, as it were, hurried over a oe 
rhymes, we hardly notice the consonance. a ee 
Where there is a grammatical and shy oe 
as a metrical pause at the end of each line, ne ae ae 
couplets of Pope, most of the pleasure of rhyme § We 
and with it much of the pleasure in the verses. : 
cannot get away from the constant ‘smack, smack of the 
couplets, which gives such point to an epigram, but is so 
monotonous in a poem. Compare in this respect these 
lines from JI Penseroso : 
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Or let my lamp, at midnight hour, 

Be seen in some high lonely tower, 
Where I may oft outwatch the Bear, 
With thrice great Hermes, or unsphere 
The spirit of Plato, to unfold 

What worlds or what vast regions hold 
The immortal mind that hath forsook 
Her mansion in this fleshly nook, 


with these from Pope’s EF ssay on Man: 


Far as creation’s ample range extends, 
The scale of sensual, mental power ascends ;: 


The mole’s dim curtain, and the lynx’ : 
Of smell, the headlong lioness Kee | 
And hound sagacious on the tainted green - 
Of hearing, from the life that fills the flood. 
To that which warbles throug ' 


But to realize what our language is ca : | 7 
pable of in the way of 
rhyme we must turn to Swinburne, that master of z 


Sweet articulate words 
Sweetly divided apart. 


Here is a verse from one of those rapturous outbursts of 


melody that go to make Atalanta in Calydon an imperish- 
able fountain of music. By the side of each line I have 
placed a letter, which is repeated by the side of every line 
that rhymes to it. There are twenty-four lines and seven 


rhymes which are marked by the seven letters a to & 
inclusive : 


What hadst thou to do being born, (a) 
Mother, when winds were at ease, (b) 
As a flower of the spring-time of corn, (a) 
A flower of the foam of the seas ? (b) 
For bitter thou wast from thy birth, (ec) 
Aphrodite, a mother of strife ;: (d) 
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For before thee some rest was on earth, (c) 
A little respite from tears (e) 
A little pleasure of life ; (d) 
For life was not then as thou art, (f) 
But as one that waxeth in years (e) 
Sweet-spoken, a fruitful wife ; (d) 
Earth had no thorn, and desire (g) 
No sting, neither death any dart ; (f) 
What hadst thou to do among these, (b) 
Thou, clothed with a burning fire, (g) 
Thou, girt with sorrow of heart, (f) 
Thou, sprung of the seed of the seas (b) 
As an ear from a seed of corn, (a) 
As a brand plucked forth of a pyre, (g) 
As a ray shed forth of the morn, (2) 
For division of soul and disease, a 
a 


For a dart, and a sting, and a thorn ? 
What ailed thee then to be born r 


n, the old with 


The rhymes here are so deftly interwove 
ne one _ ‘s readers a double 


the new, that the poet is able to ive his ree 
bn Sr eS old friend in a 


pleasure of recollecting an 


eas —th 
ig ei ia The ear does not forget the 


charming new acquaintance. seas 
earlier pe raies: but the memory does, and the result = that 
the same rhyme is both old and new. And this rep etition 
of rhymes is helped by that form of alliteration which is 
ponent here and consists in repeating the same words 

different places through the lines, sometimes at the end 
of them to form the rhyme, sometimes not. Earth, dart, 
sting, thorn, flower, born, seas, seed, life, are each repeated 
twice; and all but three of them—sting, flower, seed— 
are used for rhymes. The result of the scheme of rhyme 
is that, in spite of there being only three lines out of the 
twenty-four that have no grammatical pause at the end, 
the ear, far from feeling any weight in the rhymes, is 
conscious of a sort of buoyancy in the verses, as if they 
were perpetually in the air, like gold balls manipulated by 
a skilful juggler. 

This slight account of a few factors of beautiful sound 
might be extended considerably, without, however, 
helping to a fuller appreciation of beautiful verse. For, 
after all that can be said about alliteration, assonance, 
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affinities, rhyme, rhythm, and met | 
aff , thyme, ; re, the fact remai : 
Ae 1s eee more than these that makes a noe tence : 
ae pean is that something more which attracts a 
a poe et vate eas in the whole, and is not to be 
id in ith - Wenever in our own lan 

a poem ae the sound is separate from mesain : pe 
eas y cannot have the meaning without a d 
Sate oe of a poem lies somehow in the om 
eee aren sound and meaning. Ruch” Ghe 
ialed g 2 the other, and their reciprocal infl ere 
Wee e whole. This, as I have said Se cae 
a ered in a later chapter. Here and ’ 
chapter I have tried to show that | 
i goes, there is but one judge 

no ear for verse can neve | Vhs 
| ver feel the full beauty of 


between delicate and coarse appeals: untrained distinguish 


becoming tiresome. I w; 

mubien ; will therefore leav: . : 

with er eeshuto to the consideration of Ms SS per Ot Abe 
erence to their effect upon the oa Cm 


CHAPTER III 
WORDS AS SOUND—II 
METRE AND RHYTHM 


! i idered, singly 
| dealt so far with words considered, SM5y 
| rate Seoitanction. as melodious and 1 aoet 
gliding sounds. We have now to oe ut hwo 

its in a rhythmical an 
ene pea cs giythin " a wider term than metre, let 
scheme. 


eth a le fe atthe consists in a regular ae 
i Hash: certain units, the units thus elie 0 ae 
dividers of time in the same way as the ane ot eee 

nanvy dividers of space. A unit of any San aa 
flow sof ti ¢ another unit, a flow of time emt OF Pit 
flow o eee the last, and so on—that 1s ha 2 alee 
Leet all kinds of rhythm. These units, 


: Ta 4 f als of time between 
something active, while ERE 5 ACER. the notion of stress 


cessarily passive, give US mn eee 
or pon flowed o Pesce oY certs ft besa 
ot lapse of time ; i 

ese GE she aits that fill the time. did of ed 

Beebines an indefinite prolongation of a ser ST ie oats 

d lapsing units. It is only when we prove sige 

the iaine ladder of rhythm into short ob caer Bie 
metre. And here it is to be noticed that the 


ing as to 
may give us different kinds of metre wiaieen pe 
hether we cut into the rhythm at a rung, or DEVAN TW" 
ee ia the one case we start witha sea as pachieneel 
Erna stress, and metre has different nenee is Ena 
But si ce the time-spaces are the same in both, Teen 
erencceieily the same. For eee ne Y date 
h ne in t1 i ic (S_ , 

. the same in trochaic (_ ~) and iam Be rake 
anal the same in dactylic (_~ ~) and anapaestic a ee 
but in each case the metres are different, giving eet ee 
instances four kinds of metres but only two kinds oI rhythm. 


And so we have two things essential to rhythm in general © 


ahs 
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—a time division and a recurrent stress. As regards verse, 

which is a rhythmical scheme contained in so many 
measured divisions called metrical lines, the units of a 

stress and lapse are syllables, and the stress is marked by 

quantity, or by accent and emphasis. In English verse, 

with which we are here concerned, it is marked by accent, 
which is the natural stress on a syllable, or by emphasis, 
which is an artificial stress on a syllable laid either to mark 
the measure of the verse or to bring out the meaning of a 
word. Since the rhythm consists of divisions of time, and 
metre of divisions of rhythm, it is not in place, when 
considering whether a metrical line scans or not, to count 
the number of syllables in it. All we have to do is to ask 
ourselves if the syllables fit the time division of the metre 

and trust to our €ars, not to our fingers. For it is the 
value of stress lapse, not the number of syllables that 
matters ; just as in music it is the value, not the number 


of notes and rests in a bar that brings th Fae 
| SARE oy em 
time scheme. In these two lines : 5 within the 


Hark! Wark | 
The dogs do bark | 


Birds in the high Hall-garde 
When twilight was falling : = 


Bifds in the high Hall garden, (4) 
When tWilight was falling ; (2) 
Maud, Maud, Maud, Maud, (4) 

They were cfying and calling, (2) 


It may be remarked that the last line here would be as 
metrically correct and better grammatically without its 
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first word (they). But it should also be noted that the 


‘nclusion of this same word improves the verse rhythmically. 
And this leads us to a further consideration. 

The primary meaning of rhythm has been explained 
above. But rhythm has in English more meanings than 
one, just as the Greek word (‘pvézés), from which it 1s 
derived, has. The word in Greek means first, measured 
motion, time, or rhythm, in the sense explained ; next it 
means proportion or symmetry of parts; and, finally, 
arrangement, order, method. Similarly our English word 

rhythm, besides the first meaning given, is used to express 
harmonious balance of sound. It is in this last sense of 
the word that we speak when we call a verse written in a 
certain metre unrhythmical. By so speaking we mean 
that the varieties allowed by the ear in every metrical 
scheme are not taken advantage of; that the metre in 
consequence is monotonous, the symmetry of the lines too 
exact, the balance of sound too even, and therefore the 
whole fails to please the ear. Let us compare, for instance, 
these two openings, the first from Richard II, the other 


from Henry VI: 


Old John of Gaunt, time-honoured Lancaster, 
Hast thou, according to thy oath and band, 
Brought hither Henry Hereford, thy bold son, 
Here to make good the boisterous late appeal, 
Which then our leisure would not let us hear, 
Against the Duke of Norfolk, Thomas Mowbray ? 


Hung be the heavens with black, yield day to night | 
Comets, importing change of time and states, 
Brandish your crystal tresses in the sky, 

And with them scourge the bad revolting stars 

That have consented unto Henry's death | 

King Henry the Fifth, too famous to live long ! 
England ne’er lost a King of so much worth. 


These two passages are in the same metre, namely, that 
kind of blank or unrhyming verse called heroic. But there 
is a great difference between them in rhythm. The 
difference is so marked that Coleridge thinks it impossible 
the second passage could have been written by Shakespeare. 


4 
¥ 
* 


WORDS AS SOUND 27 


compared with those opening line ‘che a oe 
3 d * lines of Rich : it 
may be interesting to seck the en i ic "Bat ar do 
the structuresof t cer 
English heroic verse without thyme senerally. call d 
, aie i € 


its foundation.” An lambus js 


one long in . 
ae unaccer 

ee which syllables, Resa 
taken to b sisting une . quantity. (~~), 
| Oo be the norm a heroic blank se Ge a 
equal intery als. we ingers upon a table ‘fi tae pee 
: can fit anv hero} ve times at 
ong as the second syllable of each line wat 
i 


= Letous apply th; 
Richard IT: et us apply this to the first 


are usually represented by 


Old John lof Gaunt, | time-hin lowed Lan Caste 
| er, 


Hast thc or | ding td 
ou, | accor | ding té | thy oath |ang band 
) and, 


caster and the King’ 


Or not. The hatural e 


stress the ‘ goatee Ne On ‘hast’ 
Saat SS to In the same line ? een would 
to all charm of ee 4 meaning, but puts ene 
. 1 oun F at once 
mechanj s " or what charm Pike 
The Fg een OF alternately stressed. syllables? 
a ea tony of it would break the heart ae ! 
et us scan the lines according to their sense and 


——— 
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natural emphasis, and see what happens. They would 
then be marked something like this: 


Old Johngot Gaunt, time-honoured Lancaster, 
Hast thog, | according to thy oath and band, 
Brought hither Henry Hereford, | thy bold son, 
Here to make good | the boisterous late appeal, 
Which then our leisure | would not let us hear, 
Against the Duke of Norfolk, | thomas Mowbray ? 
The improvement in sound and sense is obvious. Bug 
what has become of our five iambic feet ? There are in 
signs of them, except in the last line where there are Hive 
and a half. And if we are not satisfied with this one 
_ passage as a test let us turn to other passages in shaken 
and Milton and look for our five iambi among t oe Y e 
shall not find many; perhaps none, if we are un CS y- 
Suppose, though, we do find one or two; they ata ost 
among lines not consisting of five iambi that as wl ee 
ridiculous to call five iambi the normal line. ie oe as 
contrary, the abnormal line. On the other nF the 
metre is invariably and recognizably iambic and not 
trochaic or dactylic, though both trochees ¢ a 
and many other kinds of feet are to be found in the | nes. 
We shall never, for example, find among their blank verses 
_a line fashioned on the dactylic metre of 


Rings on her fingers and bells on her toes, 
or the trochaic metre of 
Gentle Jesus, meek and mild, 
though we do find lines such as 


In their triple degrees—regions to which.? 
- How, then, are we to reconcile a metre that is both 
acknowledged and felt to be iambic, with the fact that so 
te gk See 1 Paradise Lost, V, 750. 
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_ few iambic feet are to be found in it? The explanation 


| 

is a peculiarly heavy 

one in our language owing to the strongly marked accentua~ | 

tion of our words. Dissyllables like ‘ abeye , ‘ beyond 
are not so much a short syllable followed—iby a lon® as a 
rT: # AVIA trip followed by a fall. The classical Pro fiertion between 
OvOl HO ands was2:1,a long syllable being genefally equivalent 
SSHIDAS AMV ‘SNOILVN GFLINAY 4 short ones. But even the Greeks and Romans 
| YONI Made a distinction between the time length of long syl- 
les Gale toa wydaa lables; a spondee (--) being worth more than (Vern) 
SITdad FO t or (-. J). In our language the Proportion between the 

1X9], PazoyIny jeuls syllables of an lamb 


um t I: 4 in words 
such as ‘ beyond ’, ve’, to about 7: I$ in words such 
as ‘unjust’, the Majority of dissyllables 

Portion of about 1: 


having the pro- 
ue 2 4S, for instance, ‘improve ’, The 
anmoussay 10 sa1tjunos fo snjeys phi Fonsequence 18 that the lambic beat 1S SO heavy that, once 
. ea : . she 1 : - 1 : ; 
Se aTOTUGHaGaNE: iauie sun aie It is suggested, it takes Possession of the far; and no 
sayyo pu s/o0y2s Til Laas pc SEnv2 OF, P peo matter what kind of foot is offered it or what variety of 
: # Uline rs * Je . rs : bet ‘ : | 
PSIG bsg ay? ezrorqnd Sie ohne sy) FES Payse, it Can—once the lambic swin IS Suggested—fit 
he adn pajyu2 yt Hinge Lalo ae yaa 1° 19 th all without effort Into its system. Far, then, from 
-MOpsOuy ae ba oman a uopesaied IT “out €™m asizing the lambic beat, our Poets, after su 
cana pis poldope See cpimD ace cover it up as | 
sae tiguaacry pesouasy O47 “BPGT “OT # , 
heal 


, Slurrin 
es te same, and alw 


| will be so dace lifferent strength 1 the ee 
WOH will break u t 
SLHOIaA NV pe 


fi lambi in themselves. 
O 


be made of 


, ~), Preceded by a 
line ( es the effect that, though metrically 
the line assuming i e 
NOILVaWIOdCd | 


ambi) would run 
-|-- it may sound like — 


) as, for example: ‘ With busy hammers closing cee SP 
: the rhythm, as was said before, being the same whether 
‘IVSAHAINN 


= 
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the line is read one way or the other. Either way suggests 
the beat of the hammer and gives the same time-total. 
Such lines as this are obvious enough in the marking of 
is when we come to more complex lines 
ue to the fact 


the accents. 

that @ great dMficulty intrudes. That is d 

that perhaps ap two people give exactly the same amount 
of stress to thé various accents of words; so that, if we 
} t marks on syllables, ou 


confine ourselves to long and shor 
marking is pretty certain to be objected to by some on 
with an equally good ear, whose marking in its turn \ 
very likely be found fault with by somebody else. Ho 
is a word like ‘almost’, for instance, to be marked— 
imost, almost, or almost ? There is hardly a dissyllabic 
spondee (—-) in the language in which the proportion 1S 
exactly 2:2:; the balance of accent almost always drops 
And we have noticed how 


a little on one side or the other. oth 
in the case of iambics. He, therefore, 


the proportions vary 
is a bold man who ventures to employ long and short 
signs in his markings. Nevertheless, the method has its 
advantages. It is clear to the eye, for one thing, and does 
not distract the attention from the verse. And it is simple 
and grasped without effort. Besides, after all, the object 
of marking a line is not to give minute values of stress 
(which indeed are arbitrary), but to indicate broadly the 
balance and swing of the verse. In reading the following 
e, then, from the prologue to the fourth act of 
King Henry V, it must be understood that the long and 
short marks do not represent any fixed proportion to one 
another, but ®hat the ratio may, and often does, vary very 
considerably? {They only mean that the relative stress 1s 
somewhat greamer on syllables marked long than on those 
marked short™gpor else that the long syllables are more 
important as regards the meaning of the line and therefore 
to be dwelt on longer than the short syllables, which are 
to be more lightly passed over. 


: — el — ss "st Nal = 
Now entertain conjecture of a time, 


x Ld _ hell | = _ [ — So — I — 
When creeping murmur and the poring dark 


= eat = [ee — = 
Fills the wide vessel of the universe. 
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Brom Silt ~ camp through the foul womb ‘St night 
The hum of either army stilly sounds 
ee 
That the fixed sentinels almost Soci 
oe : ee eho receive 
h secret whispers of each other’s watch - 
Fire answers fire. and th , 
ke . seers fire, and through their Gals flames 
as battle sees the other's umbered face : 
Steed threatens sic éd, in bith oa ix 
- ee ©ed, im high and boastful Neighs 
lercing the night's dull ear and from ie 4ct ; 
a ee Teas »é rom the tents 
tmourers, accomplishi; Fe = 
With bay uz ly ng the knights, 
usy hammers closing pu. 
ane ee 6 Tivets up, 
eadful note of prepxiaiey 
Paration. 


of this pass 
: passage yr 

: eridge had excelent a think 

: I : 


make harmonious ver. 
verse 

necessary that In the read Te r 
the meaning eee aning Should beanie: ra Spe : 
Whereas in Pope and se then the harmony : whe 
in his school, f ig tho Most of the writers opis Perfect. 
ae sense.” This Hemark anical metre which d Olloweg 
0 the dramatists, 5 Was made with s termi 

Tt is the tneanine Ut it is also true of hese refer Jes 
pause, that aves in Pee emphasis aa poe 


el 
of the proper tim gh 
e+t oper ng Temely 
Pp ¢total, as this from King Lea, . Bly show: 


Blow win 
winds and crack your cheeks | Tage | big.” 
wl 


whete, in fact, the natural 

| sah atural paus nm th 
swell the line to the notmal limits Of on tee “at Word 
Ontr S 
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the line may be seemingly too long, as this from the same 


play : 

j I will do such things,— 
What they are, yet I know not: but they shall be 
The terrors of the earth ; 


where the poor old King in the beginning of the line fumbles 
for 2 moment in his impotency, and then, recovering 
himself, brings out his threat as quickly as he can, thi 
natural acceleration of speec 
ordinary time-total. | 
But the rhythm of a blank verse passage depends on 
other things besides the variety in feet which the metre 
allows. Each line of the verse has a sort of hinge in it 
upon which it turns, thus dividing the line into two pieces, 
the one balanced against the other, as in these two lines : 


Brought forth the tender grass, | whose verdure clad 
Her universal face | with pleasant green, 


ctically anywhere in a line, but ; 


This hinge may come pra 

is rare at the beginning or end ; when it comes there the 
hinge is invariably strengt 
at the same syllable. Here, 
ment, offering scope for rh | 
ear. If we add to this opportunity of fresh balance in 
each line the wider opportunity for variety of balance in 
management of the meaning and grammatical construction 


of the sentences that make up the verse, we shall begin to 
a4 thousand lines of Paradise 


understand why we can read 
Lost straight off without our ears being offended at so long 


a continuation of one metre. The metre is the same all 
through, but the rhythm is inexhaustible. Sentences of 
diverse lengths, now emphasizing, now thwarting the flow 
of the metre, sometimes ending with the end of the line 
and giving so a double pause, sometimes carrying us over 
and so almost depriving the end of the line of its natural 
pause; the hinges of the lines in varying places; the 
quickening or retarding of the feet by the natural feeling 
and meaning of the lines; the changes in the feet them- 
selves: all this gives occasion for infinite variety ; and 


then, is still another instru- 


mere versifier. With this i 
Once more the pcsion 
Henry VJ - 


h keeping the line within the) 


_ Hung be the heavens with black 


hened by a grammatical pause — 


ythmical variety to a delicate — 


WORDS AS SOUND 33 


by their m: 
y their management of these occasions we are able to 


tinguish one poet from another, and a poet from a 
ape our minds let us compare 
S&S given above from Richard IIT and 


ees of Gaunt, time-honoured 
meee sake according to thy oath a 
Roe 2 ey Henry Hereford, t} 
eae Rood the boisterous late a 
Reweec cee Sai fisuré would not let — 
uke of Norfoll, Thomas Mowh 
t Dray ? 


Lancaster, 
nd band, 
1y bold son, 


mets, importi 
Brandish Porting change of ti 


And with them 


sense the mor ; more = 
there is, the: f the line seems isolat pees the pause j 
| rere, of the ear being tf and the more risk 
> Olfe 


tonous beat when two or 


rhythmical variety as thee os SVE 3 
hytt ’ free € such lines . 
seen how in the hoe = they can. Accordingly ik SHES ES 


3 
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the variety of feet veils the iambic beat of the lines, except — 


in the last, when it stands out prominently but is relieved 
by the extra half foot. Ifin these respects we contrast the 
passage with the one from Henry Vi we shall find in the 
latter an entire absence of balance, a want of variety in 
the hinge of each line, and an unmusical monotony of beat 
in the last four ; and I think we sh 
that it was quite impossible for Shakespeare, 
in his life, to have written : 


And with them scourge the bad revolting stars 
That have consented unto Henry's death ! 
King Henry the Fifth, too famous to live long ! 
England ne’er lost a man of so much worth. 


It is not my aim here to go into the technical intricacies 
of versification. Prosody is a very interesting subject, 
and so is metaphysics, but they have about equally little 
to do with poetry. What has been said shows, I think, 
clearly enough that if we wish to draw as much music 45 
possible from good blank verse we must not begin by 
labelling it as a measure of five iambic feet. For if we do 
we shall find ourselves in the act of wrenching the meaning 
and distorting the verse of the poet, so wedded in good 

etry are measures and sense. And this applies to all 
kinds of metre. The obtrusion of its na 
at once fatal to its charm. The ear qui 


metre of any passage, and delights in an art that can play 


enchanting variations on a simple theme, just as the eye 


takes delight in an artistically var 
pillars of the Beautiful Gate in 
gladly escapes from a Tow of iron railings. : 
‘We then,’ says Eckermann in his Conversations of 
Goethe, ‘talked of rhythm in general and came to the 
conclusion that no certain rules can be laid down for such 
matters. ‘‘ The measure,” said Goethe, “‘ flows as it were 
unconsciously from the mood of the poet. If he thought 
about it while writing the poems he would go mad, an 
oduce nothing of value.”” Not only does the measure 
flow from the mood of the poet, but it helps in an extra- 
ordinary way to reproduce something of that mood in the 


Raphael’s cartoon, but 


all be right in concluding 
at any time 


ked mechanism is 
ckly detects the 


iegated pattern, like the 
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reader. When the metre is fix 
| een : xed beforehand, q¢ j —-) 
epee we peat its form can obviously neve litle 
had in his mind, But in that the aewiet pony Goethe 
i ae e metri | , 
ret pee eae, relation both to he mostoine cas 
Chie lovely By eubtle influence was it that nee € aie 
peculiar kind of Diane ins, “xpress his thoughts ager 
melancholy charm to the ra ence Blves such a strange 


. vOLIT) oF 
His paly circlet, at ie st 


And many a Ny 
, ymph who 
And sheds the fees : : Seats her brows with sed 


Th . ew, and See 
© pensive Pleasures ei es still, 
elie! | 


Prepare thy Shadowy car 


; : ace flowed 

shape : eae eee 

pe of a glass vessel, blown less of feeling 1S gone. hee 

on a poet’s mood, — so the shape of a ly # Gobendent on 

his pleasure and a pee Passion, his oe aes Symes 
: seit a, wlelancholy, 


: ate meas : 
our great lyric poet Swinburne ie A Idea. Look how in 


the measure th 
th at expre li 
ae after the Chief Hust 
| » ha 
ae iS pened with a speech in blank verse, th 

3 e slipped in the chorus that follower ae 
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When the hounds of spring are on winter's traces, 
The mother of months in meadow or plain 

Fills the shadows and windy places 

With lisp of leaves and ripple of rain ; 

And the brown bright nightingale amorous 

Is half assuaged for Itylus, 

For the Thracian ships and the foreign faces, 
The tongueless vigil, and all the pain. 


We are gripped and borne off on t 


Book of Thel. We feel how exactly appropriate each form 
is to the mood of the poet, simply because his mood 1s so 
worked into the form, that we cannot help feeling its 
reproduction in ourselves. In that lies the great value of 
rhythm and metre. They not only carry the poets 
thoughts but rouse in us, as it were, a vibration of the 
particular emotion under which he wrote his poem ; for 
by them, as by a divining rod, we have indications of the 
treasure below the surface. And they have other values. 
They give to beauty of language and weight of meaning a 
double power—the power of the horseman over the 

edestrian. Mounted on them beauty has more force and 
force more beauty. Their peculiar clenching effect, too, 
when combined with rhyme, in old saws such as: 


Well begun 
Is half done 


serves in higher ranks of verse to make fast in our minds 
the messages of beauty and wisdom they bring. 

As far, then, as the lover of poetry is concerned, all he 
will care about from the metrical point of view 1s that, 


whatever the metre chosen, it shall be varied, modulated, 


and disguised as much as possible without changing its 
essential structure ; and from the rhythmical point of view 
that the rise and fall of sound shall be delicately prepared, 
easily swelling, and, like a wave, beautifully or grandly 
dissolving. And the total effect of the measure must help 
to reproduce in him something of the mood that chose it. 
He will soon realize that the one way of feeling fully the 


he joy of the measure, as— | 
we are made pensive by Collins’s Ode, and mystical by the - 
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ee aud Ned a metre and rhythm is to read poetry aloud 
Voice of ioe lai 4 schoolboy’s sing-song and the opposite 
and tead clevle soporte elivery. He will read out, 
verse and fellowing fhe loving the sound and music of the 
Bteavyiocted cl i € steps of Apollo, not the plodding of 
eaicricnious WN. 44S reward will be an ingi ht St 
appreciation of th Properties of language and sight into 
| “© powers and uses of metre and oaks eeper 
am. 


CHAPTER IV 


WORDS AS MEANING 


AVING dealt with the sound and sear wor 
and having seen something of the tec f ; etr 
verse, we may leave the outward form o YY the 
mastery over which is to some extent in be cease over 
artist, and approach its inner spirit, the g1 , o RES zi 
hich the poet has less command. Befo ee 
that important part of our subject, howeve ce we have 
first to consider the inward nature of ib age eee subeere 
hitherto confined ourselves entirely to mething more 
aspect. For it is obvious that words are of eee cated 
than pretty counters: they are money, an r eS 
Yet, like money, their value lies, not in is ene. 
rth, but in what they can buy. And the Diy isstoee 
WGGH every one who spends words wishes to Diy ™, 
opel ei eer ae intercourse of life all we phe 108 
Now ep is a general understanding. | Our eee es 
See te eid easily understood, and so 1s Ode pst 
Moreover: if we are at a loss for a word, we T am thirsty , 
meaning with a gesture. ‘I am puUeLY, ‘to be universally 
need but a movement of the hand ang ened be signified 
intelligible ; other emotions may sometimes 0% J ersuch 
even more simply and unerringly by a eHOWtismonl 
es we are communicating with those w hi difficulty of 
if ith strangers, on familiar lines. But the ote gee 
wi : = thought or an emotion increases want of 
ee a5 and with the hearer’s or reader s who sas 
eee Uaretlinence, and knowledge. Ls annie 
Ee aow, us or care for us, or appreciate our sta woh a way 
and fecling, have to be acted on by our words in su ©. Tey 
; d in the manner we cry bene : 
peee ec Sabha to do all the work. For, Ey pa or 
DE Johnson, it is the business of those who we Soa aa 
a certain impression to provide both argumen ie 
understanding of that argument. And the more comple 
38 
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it is to express 
is not an argu- 


ords, unless w 
ut In one wa ey oat’ : 
an idea perhaps of our way they will cony ey 


» ATE essentially a 
ee also be given. And besid 
aed ; 1dea we were trying to 
Mg Particular, precise unmistakab 
other ideas, ee 


€S, a general 
ass. That was 
¥ different from 


any people say— 


| 1 ntence 3m 
change of impression. But ¢ 
Cae or a Slenificance 
words, and the alteration ‘of 
clue to the whole : : 


rect significance association, which i 

* i r 15 
Sp portant of the two, and necessarily must 
be altered by the change. atte Dy J 


It is because he knows all this that the poet is so careful 
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in his choice of words. For what is the task before him? 
He has to create an atmosphere of right feeling in the 
reader who opens his book in a merely negative, or perhaps 
unconciliatory, frame of mind. He has to win a sym- 
pathetic understanding for his work and a clear perception 
of his ideas. He has to build up a lofty edifice of har 
monious sound in rhythmical and metrical lines of 
ever-varying balance, to develop his theme so as to preserve 
its proportions, to convey with minute fidelity the exact 
shade of his meaning, to keep the v 
and make it fresh, beautiful, and significant ; and he has 
to do all this with words, those shifty bricks with which 
he must work, never quite knowing their whole effect : 
words that have to be at once musical, - 
mical, significant, appropriate, and charming , words wi 
their long trains of association and their delicate differences 
of meaning, the least ductile of artistic vehicles, facile to 
the uninitiated, a continual snare even to. the adept. 
Every word, therefore, that a poet uses 1s @ picked word, 
and if his meaning is not at first clear to us the assumption 
should be, not that he who spends his 
the carriage of his impression has imperfectly expressed 
himself, but that our knowledge, or our power of appre- 
hension, is imperfect. For we may have but a small 
vocabulary, we may know little about words, May never 
have studied any language, even our own, and may be 
unaware that certain words are continually shifting their 
meaning and association ; OT, again, we may be habitually 
careless of our expression, never weighing our epithets with 
a view to selecting the most fit, and may be without a 
feeling for rhythm or an ear for music or a mind for delicate 
distinctions; and how, then, can we pretend to be fit 


judges of a poet’s words ? Suppose, for instance, that the 
word ‘ buxom ’ only gives us an indefinite vision of plump- 


ness, so that when we read in the Canterbury Tales of the 
Merchant who says: ‘For who can be so buxom as a 
wytf ? ’—we are inclined to laugh ; is that the fault of the 
poet, or is it merely our ignorance? Had we known that 
the original meaning of ‘ buxom’ was ‘ pliant ’, and that 
its changes have run something like this—pliant, compliant, 


hole in key and pitch 


1, metrical, rhyth- | 


life in perfecting 
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cog y ompliant, cheerful, cheerfull 
ad we known this, we should ; 
; not have received 
a : ! a fe 
impression. But even when we have capacity watt - 
S 


ng from words we may 


f one of two a; 
we shall ol one of two dif hiince 
fees oo am Of vagueness, or of cet a ana 
® YW 1 
. sh between these two 
a aaa be a merit, wl 3 hecessarily a fault | 
Bidetect. ae fe qecunity, on the other hand intention 
mastery over his ims ows that the poet has ge eivays 
: ae emen as Attainad 
when its meaning is felt a An image or idea is ee 


night. As an instanc® s ess 1s twilight, obscurity black 


lines is Varue - : 
from Rossetti’s sonnet called Pea ss these last six 
es 


The picture here ; 
ok ae ~ ere 15 dim. b ‘ 
Suggestiveness t » DUt its very dj : 
lost. hat a more definite ounnes sees ite 
But contrast with it might have 


Another Way of Lone. the following v 


erse from Browning’s 
cn after, 
June be refy] 
; Fent 
ae flowers in completeness 
petals, no prickles 
ae meus as trickles _ 
wine poured at mass-ti 
And choose One inauivents ie 
To redness and sweetness - 


for pastime, 
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Or if, with experience of man and of spider, 


June use my June-lightning, the strong insect-ridder, ;} 


And stop the fresh film-work,—why, June will consider. 


There is nothing vague here—Browning is never vague— 
but he is sometimes obscure, though not as often as people 
make out, and he is obscure in this poem. His meaning} 
was clear enough to himself when he wrote, but quickness 
of thought or the exigencies of rhyme seem to have forced 
him out of his path and here make him confused in his 
utterance. He has withheld the clue to the enigma, and 
leaves us puzzled instead of pleased. ; | 

Words, then, are symbols of meaning and of association, 
They have, that is, a defined and an undefined significance. 
In scientific or philosophical treatises the defined signifi-~ 
cance alone is of importance ; but in literature the undefined 
significance, the associations connected with the words, 1s 
of equal importance. In poetry, where the appeal 1s 
primarily to the emotions, the associations of words are of 
even more importance than their exact meaning , that 1s 
to say, that if a poet has a choice of two words, one of 
which expresses his meaning more exactly but has unpleas- — 
ing associations connected with it, he will generally choose 
the one with the higher association and the less exact 
meaning. For it is hardly too much to say that nearly all 
poetry depends for its effect on the undefined significance 
of words. The associations of a word give it an atmosphere, 
without which it is a sharp outline with no background or 
shading to give it substance. What is sharply defined is 
for the understanding, and if poetry appealed only to the 
understanding it would be but a weakened form of prose. 
It would be rigid, colourless, and cold, and might be 
measured off the counter like so many yards of drab. But 
poetry, though passing through conunon sense, rises above 
it, and moves us more by the indefinite feelings it stirs than 
by the actual meaning it expresses. What is understood © 
is—so far—at an end ; there is no more to it ; its freshness 
was its appeal; and that gone, our interest quickly goes 
too. But a good poem is an inexhaustible source of 
Jeasure, because it rouses a thousand undefined and 
delicate associations in our minds which severally and 


, Selves, but also by throwing a glamour over 
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collectively give us pleasure, not only in and for them 


meaning of the words. the logical 


ill eXDr avou 
5 uu r 
ae meas meaning with fog, = 
hewly-coined or fae 
. ique 
apply an old meaning : 
ait Nine in viz: 
from The Ancient Move wway. Here; 
The sill 
¥Y bucket 
That had so lone . 


I dreamt tha+ + 
And when “9 they Runs 
Poe: aine 
an palective Suly ’ is usual] 
experienc Beare it is here |! 
eee ces the Mari ae 
apparitions, the death » has been through—ih 


fetal 7 of his co: i 
consuming him find plage) and the thirst that 


- i 
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being discovered in Paradise and brought to Gabriel is — 


preparing to battle with him and his fellow-angels when 5 


the Eternal ‘hung forth in Heaven his golden scales 4 
and the issue of the impending conflict is shown to be 
against Satan : 
S The Fiend looked up, and knew 
His mounted scale aloft ; nor more; but fled 
Murmuring. 


we substitute for ‘murmuring’ either ‘muttering Or 
feLoohemine ‘or ‘reviling ’, or any other three:syl aa 
word of a similar character, we shall perceive how inade- 
quate it is to give that impression of inarticulate, impor 
rage, hatred, revolt, and despair which we feel in t a 
‘murmuring ’. The nearest word to it in sense and aie ' 
is ‘muttering’; but that would imply a feeling of rebellion” 
put into actual words uttered in a low tone, and carries a 
threat of reprisals at some future date. There is no menace 
and no hope in the ‘ murmuring °. 
From fess two illustrations we May see that a pee 
uses words that will absorb as much as posable vee 
meaning, to be afterwards squeezed out by the careful 
reader. And the greater the poet the larger the meats | 
of his words. But when we read a passage, especially fi 
our dramatic poets, the minute appropriateness of the 
language does not always strike us at once. There are e 
many words seemingly so carelessly used, and the gener 
sense is so obvious and so interesting, that we let slp many 
finer shades which a further consideration reveals to us. 
This is particularly the case with ape rel iar wea 
especially in his tragedies, seems to fling down his us S 
like jewelled wine-cups that spill half their meee a 
chime. And yet when we look into them we find them brimful 


of significance. pipes aat iis pladees 

In evil mixture to disorder wander, f 
What plagues, and what portents, what mutiny, 
What raging of the sea, shaking of earth, 
Commotion in the winds, frights, changes, horrors, 
Divert and crack, rend and deracinate 

The unity and married calm of states 

Quite from their fixture | 
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on to the four verbs 
r =| . 
» rend and deracinate.’ Imagine an 


pail * - orm, sta in: ‘<: 
still. Then comes the first strong nding fixed and 


blast, and the tree is 


"stronger blast, and the branches ewgnt Position ; a still 


‘tent ’ or torn off, and rally oe ati 


cracked ’, then 
the full fury of the tempest 
© which it was 
1s one line and 
destruction is 
: on to this th 
O Suggest the 1 : 
e their position es ses it tre 
erefore, Jes g00d-soun op wee ). 
x are minutely appropriate | 


ting for the 
| 416 ghost— 
However noble men may be ‘Shepp habits of ee speech 
havea fault, often they “"* SAYS in effect), still if they 
shall in the 
From Seneral censure ta 
Doth all the macular fault; the drape oe 
To | 1S own Stanida substance Cale 


Caningless as it st 
2 Proposed, though I have wo any 
the idea has occurred potion. _ I 


———the dra 
Doth all ne nae am of estle 
This Guan aad pubstance Of a draught 
* Esile’’ means vin i 
| €gar, and is used later in th 
that if the emendation be correct, Shakespeare Seo fee 
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just as a particular fault corrupts a general virtue, so 4 
little vinegar turns to its own bitterness the finest wine. 
This illustration drawn from drinking seems to be in point 
with the whole speech, and neatly to sum up the argument.) 


With regard to the direct meaning, then, a poet makes | 


his words as full, as vigorous, and as accurate as possible. 
But this by itself will not suffice to make them minutely 
appropriate to the idea, unless also their indirect signifi- 
cance, their associations, are in harmony 
For most words, by being constantly use 
with certain facts or ideas, have in ad dition to 
meaning the power of calling up the particular facts or 
ideas with which they are commonly associated. And 
besides their particular associations words may have 4 
general association, as when they belong to a well-recog- 
nized class, such as a scientific, romantic, slang, OF vulgar 
class, in which case they suggest the tone of mind or state 
of feeling common to the respective classes. We may call 
the animal we ride a horse, a steed, a nag, etc., or a Rozi- 
nante, a Bucephalus, etc., and the ideas or facts suggested 
by each term will be different, though the logical meaning 
of all is the same. Horse is a neutral word, its logical 
meaning exhausts it; steed is romantic and has romantic 
suggestions, and soon. Jhe reason, therefore, why Keats 
in La Belle Dame Sans Merci writes: ‘I set her on my 
pacing steed ’, and not ‘I put her on my stepping nag 15 
partly because it has a better sound, and more exactly 
conveys his meaning, but mainly because the second phrase 
would clash with the romantic tone of the ballad. 50 
that in his selection of words a poet is grea I 
by the particular and general associations they are likely to 
awaken, lest his verses should be spoilt by the intrusion of 
some incongruous idea or fact which a technical word may 
carry. For let us suppose that a feeling of solemnity has 
given a man certain ideas which he attempts to convey by 
means of certain words’; then if the result on his hearers 15 
(to take an extreme case) a hearty burst of laughter, it 1s 
clear that his words though perhaps appropriate enough in 
their logical meaning are by no means appropriate in their 
imaginative suggestions. Im particular when a poet uses 


with the idea. 
d.in connexion — 
their logical | 


tly influenced ~ 


_ be ofa kind which fit the elevation of h 
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a metaphor drawn from ordinary life a ies 5 : 
eee es ay met fiat! = 
ae ae oa = ap pee the metaphor to the Fs "He 
PIR crociic sem not dwell on, or give promine . 
essential word or word Paniments of fact, but chooses + 
s that are indicative of the filter 4 os 
Actaphor, 


without recalling its technicalities, unless these | 

. : : ie Se happen t 
illustrating this, let : isidea. B : P ma 
Romeo and Juliet and. Cibbow draw ee 
The original lines are these : 


Arms, take a yes, look your last | 

The doors of =i last embrace | Asa i; 

A dateless b cath, seal with a ri o} ips, O 
aTeain to engrossing se ee kiss 

eath. ) 


Amazingly altered by Cibber thu 
» thus ; 


And now 

Arms take your laste Yes look your | 

Tifi= the sexi asia foe While on th t, 
Nalcontract. ~"“5© lips 


‘contract’, ‘ fix th 

r es ; 
ace and clerkly diet 
ast kiss of passion Or 
Gibber emphasizes : 
ending on the word ' 
on death ', which both 
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tautologous expression ‘fix the seal’, and so succeeds in 49 
reducing passion to a red wafer. But he was incapable of 
seeing this, just as he was incapable of feeling the bathos 
of that ‘ And now ’, and the absurdity of personifying eyes 
and arms in the same sentence with the personal pronoun, ~ 


whereby Romeo is put into opposition instead of beng | he feice : a é. One can almo 
identified with them. : : as a flame . ssy-muscle ody : 

The associations connected with a word or a phrase may” Blake geal that Blake must have ph Ra 
help to make its meaning vivid as well ae to elevate a better lineaments, an ae does not imagine in stronger a 
Take, for instance, the word ‘dilate . This 1s thea | i ‘Ais perishing mortal eoranger and better ligt ha 
universally used to express the expansion of the pupil of § th these Poe eee ey can see, does not im ight, than 
the eye, and it is a well-known fact that a man's eye dilates A> ? €S Of verse he ha 


when he is frightened. Consider this association of ideas 
‘1 connexion with the word ‘dilated’ in the following 
passage from Paradise Lost: 


; . ord i ee is ex = >Xpres- 
While thus he spake, the angelic squadron bright Picture, “v° tWO lines intensifies st°'dinary how each 
Turned fiery red, sharpening in moonéd horns we . S and reflects the fie 
Their phalanx, and began to hem him round mete the foregoing examp| Saar 
With ported spears. . intensify it ot o™s Pes it may be see 


"On the other side, Satan, alarmed, 
Collecting all his might, dilated stood. e 

netical dines L& Use Of such x S. Of <itH 
| 3S poetical dic F Of such w OT pith 
nee Tidiculovs far ion - And indesd aoe SOMeEtimes 
enguage to expre ete man to use , hing can be 


© dilated’ one puts ‘ expanded ’ nearly all the vivid- 
Hoe for the vision pees Not only does dilated carry 
with it the association of fear, but by recalling the dilation 
of the eye it suggests an abnormal enlargement to the full 
limits under a temporary stress, such an enlargement of 
size as is natural to one ‘collecting all his might ’. It 1s_ 
the one word that is minutely appropriate to the complete 


: anc r 
equally freposterous aan ays Preposterous. “al diction 


I . ; ‘ - ae Wide | poetical 

expression of the idea. But indeed the passage is rich with” More delicat the ordinary man, ang su8_of mind and 
atc : f association, as in that phrase ne © vocabular » 4nd needs 

examples of the power of association, ar he “lel Want him to vaWe to express hitisel a larger and 

“mooneéd horns’, which, while giving a picture Of anges” especially as we insist thee not Start by ali f with. “Tf we 

formed in a steady bright crescent, suggests at the same oreover, a poet cee he take us 4 4APPing his wings 


j ir threatening aspect. :; : 
tnWe can hardly nerd a. nae of poetry without having this — him best. ut because they are tical words beca: 
indirect significance of words forced on our notice 7 but I 7 
will give one more instance, this time from Blake’s best 
known song: 

Tyger! tyger! burning bright 
In the forests of the night. 


buage may be pressed into the service of Bie 
etcal or not, as may be exemplified by 


= 


= 


50 AN APPROACH TO POETRY 


the quotation given above from The Ancient Mariner, *, 


where the word ‘silly’ is highly poetical because it is 
highly expressive of Coleridge's thought. In fact, one 
might almost venture the paradox that it is by his use of 


unpoetical words that a man shows himself to be a true} 


poet. Only it is to be borne in mind that by his use of 
them such unpoetical or neutral words become charged | 
with poetry ; and also that a man may be none the less a 
true poet if he confines his language, as Swinburne did, to 7 


words that have poetical associations ; though extreme) 


daintiness generally means a loss of strength or of the) 
picturesque. 

To get the most out of poetry, then, we have to learn to |) 
appreciate the justness and precision of words, the nice 
marking of delicate shades of distinction, the force, colour, 
and glow of the language, besides its music. And this soon |) 
becomes a keen, intellectual joy for the sake of which we 
are ready to wrestle with the knottiest construction, the 


most closely packed sentence, and even, some of us, t0 7 


srefer poetry that challenges our brain-power, our nimble jj 
ness of wit, at the expense of the music. But we must be | 
willing to exert ourselves, we must lay ourselves open to 7 
receive fresh impressions, we must have feeling and | 
imagination to vibrate in answer to the associations the) 
poet plays on. The guest must bring something to the 

feast, if only an appetite. And the perfect poem always) 
needs as its complement the perfect reader. a 
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the average man’s power of concentrating his attention and 
intellect on one point, but the power of surrendering his 


whole being to the influence of the hour, whether to bask 


in its beauty, be ringed in its melancholy, or inspired by 
its passion. Time, at those periods, does not so much flow 
past him as he floats with it, dreaming. And this power is 
both a strength and a weakness—a strength because it 
allows poets to coil their whole nature for a spring; 4 
weakness because it tempts them to exaggeration. While 
enabling them 


To see a world in a grain of sand 
And a heaven in a wild-flower, 


it also makes them cry: 


A Robin Redbreast in a cage 
Puts all heaven in a rage. 


We may take it for granted, then, that a poet's joys and 
sorrows are, like those of Hyperion, © portioned to a giant 
nerve ’, and that he writes poetry because he feels deeply. 
But here we must distinguish. Not everything that he 
feels deeply moves him to write. A poet is a man, it must 
be remembered, as well as a poet ; and what he feels as a 
man he will express, like other men, in action or speech 
or silence. For there are feelings too intimate, too closely 
entwined with his life, to be detached for utterance; a3 
there are others which demand instant translation into 
action. When Keats saw the butcher maltreating a boy, 
he did not express his indignation in a sonnet, he knocked 
the butcher down; when Shelley found a poor woman 
lying ill at night in the road, he did not write an Ode on 
the Good Samaritan, but took her to his house and tended 
her. A poet must be able to hold off a feeling, in order to 
let the rays of imagination play upon it, before he can tum 
it into verse. Too near is as speechless as too far. When 
a man’s whole nature is engaged in a struggle with distress 
of mind or body he is too closely at grip with reality for 
there to be room for poetry. It is only when he has 
reaped the harvest of this emotion as a man that he can 
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glean as a poet. And this, I think, was in Wordsworth’s 


mind when he wrote that igi 
Seen th 
emotion recollected in tranquillity’, of poetry was 


Wave surging out of 


he may be abl | 
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in the same way as, and cannot be distinguished from, a 
real feeling. The difference between them is not a dif- 
ference of feeling, but a difference in what moves the feeling 
and what, in our lives, results from it. The feelings are 


actual in both cases, as actual as the tears we may shed in ~ 
a theatre. But in the one case a poet when he writes 18 _ 
moved by fact, i.e. something that has actually happened’; 
in the other case he is moved by his imagination, by 
something, that is, which has not happened in real life, 


or not happened to him. ¥ 
When a poet is deficient in feeling and writes mainly 


with his wit and common sense we May get something to” 


admire, as we may admire Butler's Hudibras or Pope's 
Essay on Man; but he does not touch us. In the same 
way we are not moved by a poet who, 
for certain aspects of life, writes a poel™ 
unsympathetic to him, one, therefore, which does not stir 


his feelings either by fact or through his imagination. We — 


may see this by a comparison between Wordsworth’s 


Laodameia and his Michael. - e.. 

Laodameia is a poem founded on a Greek legend to this 
effect: Protesilaus, the first Greek to set foot on Trojan 
soil, was according to prophecy slain by Hector. His 


wife Laodameia, whom he had married but the day before, "i 


implored the gods to restore her husband, and they allowed 
him to return to earth for three hours. When the time had 
passed, Laodameia, unable to bear the thought of a second 
separation, sacrificed her life to be with her husband, even 
sn Hades. Here, then, was a theme, if there ever was one, 


for passionate treatment. But mark the advice given in © 


the poem by the husband to the wife who, on seeing him 
restored to life in answer to her prayer, rushes to embrace 
him : 2 

Be taught, O faithful consort, to control 
Rebellious passion ! 


Does not this seem eminently Wordsworthian advice, but 
at the same time hardly characteristic of a young Greek 
hero, and in any case a little dashing to the feelings ? 

‘But let us now turn to Michael, and read that pathetic 


tale. The difference is soon felt. 
for us; Protesilaus is a 


which have in con 


and that if he Rta his feelings are < 
in his own character 


though full of feeling 
m on a subject — 


feeling is common to mstances that, thou 
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feelings and emotions outside those for which we have a 
natural disposition. And it is the same with poets. They 
can only write adequately of what they have at heart; 
and since few men are so balanced in their natures as ee 
to incline to one feeling more than another, a poet s wore 


as a whole will clearly indicate his natural limitations of i 


sensibility. 


But let us now be a little more specific, and consider — 


whether there are any ranks in feeling, ot whether see 
is enough to place all poets on an equal footing irom 

emotional point of view. 
delicate Sere Giity without great depth, and tenderness of 
feeling without great force. 


emotions, though not stormy, being at least genuine 
we do not put them in the same rank with ket pas be 

Passion is elemental force of spirit. Sensibili y neat 
refined or blunted by training or environment 3 eer on 
nature’s fire, which not even old age can eX ae aw 
may be controlled, but it cannot be hiegeny OF Vee 
define it as flaming sincerity. Though i eee 
exaggerates, hurling Pelion on Ossa in a titanic ‘uggie 
expression, there is nothing forced in its exagg Sj 
they are a natural outcome of such a eee 3 
the bluster and rodomontade of mere rhetoric. 


Hotspur cries : 


aven, methinks it were an easy leap | 
Te aiée bright honour from the pale-faced moon, 
Or dive into the bottom of the deep, ae 
Where fathom-line could never touch the eror ; 
And pluck up drowning honour by the locks, 


he speaks the exaggerated language of real passion. When 
Pope in his Ode for St. Cectlia’s Day exclaims: 


But when through all the infernal bounds 
Which flaming Phlegethon surrounds, 
Love, strong as death, the poet led 

To the pale nations of the dead, 


quite unlike — 
I When 


There is a class of poets, having 


We read such poets, a 
example, Cowper, with pleasure in certain moods, the 
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What sounds were heard, 
at scenes appeared, 
O’er all the dreary coasts | 
Dreadful gleams, 
Dismal SCreams, 
Fires that glow, 
Shrieks of woe, 
Sullen moans, 
Hollow groans, 
of tortured ghosts | 
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expansion ; and poetry, with its metre and rhyme, has far 
straiter bounds than prose. And so Poetry 


i | FEELING 
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Tempered holds the young blood-heat, 
Yet through measured grave accord, ae 

Hears the heart of wildness beat 
Like a centaur’s hoof on sward.* 
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ives a certain check to passion, by making it necessat) 
es the poet to take thought of his language, Memes is 
rhythm. But just as this unavoidable che ef poe 
form intensifies passion, SO the subduing it yn ae C ee anal 
of the intellect only increases its force. uf s | oe 
term passion is used in connexion with poetry, 1t sho e 
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In any judgment, then, of a poem, our first concern is 
with its feeling. Has it passion, or 1s it at least sincere? 
Is the feeling spontaneous and harmonious? These are 
the general questions we ask ourselves. And next, what 
quality of feeling distinguishes this from other poems? 
what peculiar sympathy does it show 2 For there is some- 
thing in every poet’s work that distinguishes it, something 
that no other could give. And it is this we must try to 
seize, for this is what constitutes the poet’s individuality. 
Fach has his special gift of feeling and does his best work 
only when giving it expression. 

But, after all, we do not, if we are ordinary people, read 
poetry in order to judge it, but to get pleasure from it 
From this point of view it is worth remembering that out 
pleasure will largely depend on our associative memories: 
If it were possible for a man’s ideas to be wholly trivial, 
mean, or base, he could never feel poetry ; he would have 
nothing in his nature to respon to it, no beautiful oF 
touching associations to be set moving. But, 
hand, the wider, more beautiful, 

feelings the more numerous and finer are the chords poetty 
can strike, and the greater consequently will be the pleasure 
it will give him. If the mind has never been allowed to 
dwell on what is degrading or unhealthy it will readily 
welcome the beautiful, noble, and wholesome; | both im 
nature and art, and observation and reading will widen 
the scope of enjoyment. This 1s one reason 
people are attracted to poetry, because they find in 1t 
something that answers to their healthy love of life, their 
still unsullied aspirations, and their capacity for reverence, 
The poet moves them because he too enjoys, aspires, an 
reverences. And those of us who have left youth behind, 
do we not love everything that reminds us of its bright 
side ; and where shall we find that better represented than 


in poetry ? 

Josumup. Nature has made the poet of finer clay than 
ours, so that he enjoys and suffers more. He therefore 
remembers more; and when he falls into the musical 
mood in which poetry is conceived, and finds a theme 


round which his feelings may cluster, his memory is 
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strued, ae are out of sympathy with bubbles, howe 
beautiful, and ask for something no less beautiful ae 
stronger and more enduring. It is then that we begin to” 
understand what Matthew Arnold means by calling poetry — 
‘4 criticism of life’; and we realize for the first time that ; 
those bells, whose mellow tones We have so often admired, — 
are calling to some great service of humanity. 


On the other hand, if our intellect and not our feelings 
than probable that we 


have first led us to poetry, it is more W 

_ shall give Matthew Amold’s phrase a different interpreta- 
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logically) is based on the fallacy of ambiguity. For, first, 
; the representation of what is immoral may have a good 
. does not necessarily moral tendency, like the drunken Helot > second, what is 
; h a5 a man nha ¥ : 
and that what interests him _ beautiful has in itself a good moral tendency ; and third, 
‘a the sincere expression of a man’s honest convictions and 
. t exception— Bees has a good Fe cmaency. And the question in 
l and this is an importan See 3S Seen to be ; What, after all, is a poem with 
fitter for prose, unless— feeling. Miltom ve good ey ? Forif by this expression is meant 
ied through by intensity a but throws his Betiora : Rothe ble a man's particular code 
sve oF ay lines of bare abstrachon sweep ; so that, § directly Brea tes my arheul bp igo 00d poetry 
A ie f style over them with a gr tion is content tO6@ BG. therefore it uy n es ea ene of Morality ; this 
mantle of sty aid in full, the imagination & ©0"ind fee ng | a ae of food poetry. Similar 
Le a Pen however, sf f soa for thought will preven ban of the Inquisition. Poetry, brought Galileo under the 
eS Oiletarved, no BO ee cacca, For though y~_sCBut however } 
poe He Sout of it that ee ne be made $0—— Sort of connexion wr 
Loe ece dt it We not in itself ela coe imaginal ' a= woe noralit 
pocsy?: treated as to stir fee he naked r 4 
that is, must be so t. te or despise the na Prag: 
ere his” a ag aging unless the poet ice 
And this c 


haintain that ay 


Wee y. rt is at bot 
1; and no m : Ottom alw: 
* of the subj net ntter how impersonal et A 


the presentat: 
ae avoid taking something of th.’ 5 Work of art 3 noe 
t and not merely @S_ spring can avoid abc 1° nature of the Maker than 
. f bject-matter as a poe ‘ which it percolates Shay something of the Soil th h 
thinks his subj | to kindred morality oe possible in his art - an nakespeare Was as impersonal 2 
a ahwavpeal of morality Large t through the ier sphere, was Brogainn SO, ina ptTsonal as 
conviction, RE carey pean, a lecture, a disquisiio’s | 12 in; ¢ 
of imagination, 


bject- | 
count of the su 2 | 
: 3 and this, not on @y tment. For if 00am 
matte Pit chiaccoutt of its Sates then bad } 
qitiine eecieh in itself to Sis eBut does it? % | 

octrl bad poetry. | 

should make | +e ae? 

eS enows his Omar will admit it 


in 1 i f Spring 
, and in the Fire o a 
The ¥ array as of epsn nee 
The ed of ‘Time has but a little way. 


Celtic, or Miltor 


vices are 
ince, the 

: oe ~. 46ent, and sj hen, ey 

his personality, : 


: er et is 
1t is to that Shen Maes is cole by 
iorality ; so that if 1: awn Se . Nituenced by his 
, ird is on the Wing. | hes that ast ; it tee nature is Puritanic his work will 
To fly—and Lo! the Bir nee Be ests Pleasure-loving, Precise 
rae to argue that the best poetry as _ high-spirited, grand, these denies 
ee ne were to sors ince this vel 3 
Eee pend nerel tendency and that sinc 


3 interpretation of what 
ight cordially agree j 

a it cannot be good poetry, we mig é admit 

ah egy ee Senin and for the sake of argumen 


sak ote 
his minor, and yet deny his conclusion, which (to speak 
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great poet, for he has an unhealthy mind, and therefore 
cannot give things their true proportions. ok 

Moreover, the art that would try to keep clear of morality 
and philosophy and limit itself entirely to beauty would 
not only be cooping itself up quite unnecessarily, but | 
would be denying the existence of a moral and intellectual 
beauty compatible with beauty of form. But art does not, 
and could not, tie its hands in that way. Morality per 
vades the whole of every man and affects his outlookon  & 
life, so that the very belief that morality has nothing todo 
with art is itself a moral—or, if you prefer 1t, an immoral— 


belief. 


Poetry, therefore, h 
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according to the 


ct of the thinker. 
meditate on a series of 


result will be mocke 


pare of the meditat 
Or instead of a sin 


ry or philosophy, 
ion and the intelle 
gle fact we may 


| ee beetle Sree theme may be life and its 
Lista ms. but religi ; . . 
‘physics, as well as art, deal sion, science, and meta- 


ere: : with facts and the 
‘it Is to be noticed—in a differ ray = 
all differ from those of poetr ent way. 


Sh ve y, for the si 
‘Shelley puts it, ‘nothing can be equst 
Poets that is not tedious and 


mes, each— 
tae these methods 
Mple reason that. : 

e equally wel] expressed a 
supererogatory in verse® 


; . ; mething to ' eg 
In this wide sense of the word, then, it may certainly be beh pelos (Lae religion, eciente. ees oe Which 
said art is very intimately connected with morality, because method of treating ge the rest cannot, has ne aphysics 
morality is very intimately connected with life. But soe And this entails = dee iMagination. A peculiar 
is far from saying that the poet’s aim is, or should be matter, which results in sot_,om theme tre; t ek 
direct moral one. Even those who regard art il ideas best fitted to th n @ certain Selection f ment and 
instrument of moral education must see that their end W! And first as to th © Parts and to the wi ie words and 
be obtained far better if art is allowed to work in its own epicand dramatic So i theme The bao e, 
wide way, rather than to try and usurp the place now recognized in lyrica ae obvious, but it u oe of this in 
by lectures, tracts, and sermons. For he who turns away see that if the whole ia, TY. And yet on r a ee Senerally 
in impatience from these to sit an hour ‘ with old Khey vou the effect of this mu : ea, the theme, of - €Hection we shall 
and fill his heart with beauty and his soul with melancho ‘f ty between the whole a, Ags not only to raat “Mis prosaic 
has but taken a deeper purer draught of the divine, i | latter may be treated bun Earts, however uce antagonism 
from the spring of nature. And if it was the beauty 0 a of the poem, since 7 ut also to lower eoebcall thes 
cup that tempted him to drink, what matter—since he inspire poetry, Riis. at is essentially © €eneral plane 
drank ? : oe lyrics have alwa S ordingly we shall § one never 
But to go back to the proper functions of thought Be stitutes a Foetal a poetical theme na that our best 
poetry. There are some often quoted lines In Liscwaas theme is poetical aoe it may be said } to what con- 
which contain a phrase that concerns us here: imaginative pl sasure iat ae reduce eae that ever 
: | Sselr, ¥ Prose pj 
Alas ! what boots it with incessant care Pee ones: of Winter maa are thre exanipiece 
To tend the homely, slighted, shepherd's trade, 2a a aa pick them (Herrick Without flowers and 
And strictly meditate the thankless Muse ? Baking Senna rent to visit his beloved Aetdows ~ -AGlover 
aul Ripe ake, fear ae ee eithe 
The question is: What is implied in this strict meditation a lalaile Fits of Passion ey be dead (Wosda, 
of the Muse? How doesit differ from strict meditation on Duchess). Th SYpsy life (Browning, Ty Known), The 
other things, or from other kinds of meditation ? igh Atoreclces <n es€ are genuine poetic theme Flight of the 
One may meditate, like Swift, on a broomstick ; or like es may set the dullest S, such as in 


Tennyson on a ‘ Flower in the crannied wall’; and the 


: - ima 1 Li i, i 1 UF 
aud ree gain to a poem starting from Shee } 
"i oan insists very strongly on — & 
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the importance of the theme. ‘No one, says he, ‘ dreams 
that the true power of a poem consists in the situation— 
in the theme (moftiv). Dilettanti, and especially women, 
have very weak ideas in poetry. They usually think, if 
they could but get quit of the technical part, they would 
have the essential, but they are much mistaken.’ And 
this is the reason why satiric, political, didactic, and meta- 
physical poems take a lower rank in the poetic world than 
any other kind of serious poetry. The theme drags the 
poet down in spite of his struggles. While, on the con- 
trary, a beautiful, significant, gt aceful, or naive theme will 
sometimes float a poem over a weak treatment. 
Legends, myths, and fairy tales are inexhaustible in the 
supply of poetic themes, and will always be a happy 
hunting-ground for poets and versifiers. But only the 
poet is able to take a poetic theme, first hand, from nature, 
Though convention itself should guard the tree, he will be 
another Hercules to rob it, if the fruit be worth having. 
And none but he knows poetic value in the rough. Others 
may mistake the appearance of the desired object or be 
frightened by its surroundings, but the poet has that 
within him which, hke a divining-rod, dips unerringly to 
treasure, however rugged the soil; and once convinced It 
is there, he will dig it up at any labour. Nor as a rule has 
he to dig deep. Whatever is beautifully natural 1s poetic ; 
and of such material there will always be abundance, as 
long as there are women and children and flowers in the 


world. re 
But with the selection of a theme meditation of the Muse 


has but begun. Its treatment has now to be considered ; 
whether, that is, the theme shall be evolved with simplicity 
or elaboration, lyrically or dramatically, with a light touch 
or gravely, and so on. Next follows the choice of metre; 
and when the execution has begun, and words and ideas 
throng forward and press for admittance into the poem, 
meditation summons the judgment to advise as to which 
shall be allowed in and which kept out ; and when this 1s 
decided the imagination takes each successful idea im 
hand in order to bring out the utmost beauty, power, 
significance, or charm that is in it, surrendering them in 


images around them, and . 
disagreeable impression, Or the 
prosaic, especially at the climax 


worth, for instance, has quite : 
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tte a Say, who gives them such place and rank in 
fe Stine iets to show them off while preserving 
ee ding to the beauty and strength of 


5 


© spoiled th 


What fond a 
| nd wa 
‘O ae | ae er's tees | thoughts will slide 
Te). tO Myself T er; 
lf Lucy should be ey \? 


of the Muse, | 
Herbert, called 1 triue Of yee er poem, a lyric by Geox 
: “ , ic by George 


sweet da 
: ¥, 50 cool, so calm i 
fe une bridal of the earth seas oe 
ew shall weep thy fall to-ni hee 
For thou must die. a : 
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Sweet rose, whose hue, angry and brave, 
; Bids the rash gazer wipe his eye, 
Thy root is ever in its grave, 

i Y and thou must die. 


l reet days and roses, 
eet spring, full of swee G 
sa A ee Shere sweets cotter lie, 
My music shows ye have your closes, 
And all must die. 


soul 
eet and virtuous soul, ee ; 
OO ke seasoned timber, never Bee is 
But through the whole world turn 
Then chiefly lives. 


y, is of opinion 
Dr. Courthope, in his History of English Poetry, 1s 01 op 


ant charcoal, 
that by ‘coal’ in this last verse Herbert meant charcoat, 


i verted 
‘implying that, as the cinder of burnt ici: the vane 
into fresh fuel for the fire, so by its Pt new life and vigour 
of he world, the soul gains for itself ‘kel r to quarrel with 
R lets of George Herbere are wee tenes - but assuming 
is i terpretation as being too far-tet +t mend his expres: 
that ‘was his meaning, still this Gy of the lines. Had he 
ide wits 1¢ ; 
A erect his J Muse we should think more of his 
idea. . ; ous ideas, a poem may 
Besides being spoiled by meongr” When the brain 15 
be hampered by an ee as ns chore ia the risen 
arti ick and the spirit eager, eft it gives 
a aes will not be allowed full development before 1t gl 


aturely by 4 
place to another, which may be cut off prematurely 


rowding— 
hit 1. with the natural result of overcrow m 
aoe seeabe ana Dee. And unless an idea nae TS ee 
Shows a half its force is gone. a Sah bet mayen 
UN of oppression from the crush, pat ieee 
ee ser eri obscure which is really th anaes 
Brita ca allowing no pause for aoe ht. There 
Eainolently marking the transition of the t Cae Browning 
are, for example, passages in Shakespeare, vave Waal 
and George Meredith (to take poets in so many ms an 
different) so tight packed with ideas, that in reading : 


the mind is congested, and a great dea 
atlost ; whereas if they had given us le 
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l of the effect aimed 


ss we should perhaps 
have gained more. 


_ This, however, is a somewh 
from another point of view j 
at any rate, it marks the po 
of some kind is an esse 


at uncommon defect. Indeed, 
t may be considered a Virtue ; 
on ofone. For exuberance 
f so : ntial of genius: exuberan: e of 
vitality, of feeling, of thought, of imagination - : a 
exuberance of ideas is the Tarest and most valuable “When 
that compelling energy which Scio ti 


which drives to ex 
from the brain it will though i o€ 


© many a prett 
) any @ well-turned fc * aT 
literary art; as witness the Dunciad He E ome pict 
Jan. But when it is S, and Don 


im F 
must, though, be carefy] t te rechalleng. 


words is in inverse p 
of ideas (for nothin Can skim i 
rts San, OVeETr 

ee ee : Sarda plexity of ie 
OTLen £O Wi 4 Confused and Jerky utt yo thought 
aa consolation tS Goa a ot oe “rance—which must 
Nor should simplicit 


Parliament 

Y of prese ‘ary orators. 
want of depth. The Vga: €n to indicate 
Permanence of 
, ©» Tesponsive, 
_ Strict m 


editati 
criticism of life *. ation of the 


On be tak 
: test in all c : 
interest. True thought is = tus Mes is 
But let us pass now from the ‘ 
Muse’ and go back to the os: 
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be grasped by the intellect. He who reads poetry for a 
criticism of life believes that the intellect has no monopoly 
of truth, but that feeling, intuition, instinct, faith have a 
share of it. He goes to poetry consequently that his 
feelings may be touched and exalted, his sympathies 
aroused, his knowledge made broader. He goes to poetry 
that his faith in the ultimate good of things may be 


THOUGHT 


oe Lg we know it is true, for w 
ital ie ee an his general philosophy of 
7 Bi es , &xaltati pr ted 
the mere conviction that he is speaking th a ee ; 

is no 


enough. The Ode to Duty j 
fembte of the man gaa 'S successful, for it combines the 


he poet in a noble whole. But 
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e have lived it. 


strengthened, his eyesight purified. He goes to poetry there is always the danger, 
for wisdom, not arguments ; visions, not dogmas; an ie al position towards life as ooo when a poet takes y 
apocalypse, not a philosophical system. He looks for of his living with his view arly as W ordsworth did 


beautiful thoughts winged by feeling, imagination, and 
music. He expects that dull generalities shall be split into 
a hundred flashing fragments, reflecting the light an 
colour of experience ; that the winter tree of the intel 
shall be in leaf and blossom once agai oe eu secon 
spring of poetry, as it was under the Mrs of youth. 
a theeis a he resents the blunt and direct expression 
of thought in a poem unless such expression Is cal 
through by force of feeling, the music of the verse, or 
sweep of style. Nor does he want dry, abstract, bene = 
statements; such shrivelled skins he can pick up fh 
himself by the roadside. What he wants is the filling, ‘ 5 
flesh and juice of the fruit. No criticism of life is beara fF 
in poetry that has not the breath of life blowing throug 


he knows that what he sa 


freshness of ee 
i Cc ' 
Onviction, eTe may be no 


r no feeling, no 


the lustration of witch some fact, 


poetry stimulating the Sikes . 
poetry, as it did 


Tn SOME Wa 
av, then. 
allegory, seen ae Whether by met 
endered in » OT story, tho ,.2Phor, figure, pic 
3 Im verse, be ransfigures | , picture 
Soka, that j 


+ 


mag nation ; or else, if 


: , 1 ri , and the it is embedded Slven direct it ma : 

it. The thought must be steeped in experience, at) edded must be o; rectly, ¢ Ly stir the 
expression redolent of it. ‘ We live by Admiration, Boe nought that appeals wocct too, that ny en atrix in which 
and Love,’ says Wordsworth ; but it is not Sh tt ad sharacter ; a thought that 2 °° the understanding hae 
not live by such abstract terms, but by what t ey | sae a no charm; and & por ue dry, Sbetre tte has no 
for to each of us, by the memories of our hero-worship, Oe € or the other or both” ical thought muc and general 
the bleakness and blankness of existence enriched an aaa sublime, grim. It may be =e ist have either 
filled for us at such-and-such a time and place, in this or aracter it must rete beautiful, aa t, eerie, pas- 


have, simple > but some 


oO ) 
Pees thie way * Complex, to remove it 
wit anc. humour merely Witt : = Prosaic, and the 
the poet is in eat oT Dart a pF humorous, though 
thought Test; eve the ingredi vs 
5 nay take veil en) the most AT lents. For 
The Soltloguy oO S ; 


and by the belief that such experiences will be 
ued. The poet must have had his own 
he wrote them, but it1s 
m experience—what he 
xperience. OUF 
memories, however, are not stirred by such general words Pls ce oe 
which are too cold and far off from the detailed vividness of life no less than tro Cc 
of reality. Poetry should be substantial, particular, Pa The expression of % peter or Rabbi Ben Fara. 
glowing, with blood coursing through its veins ; then it ¥ poste ey aa nat cally be ahere 
—and I do not mean’ poctis drama” 


that way, 
repeated or contin : 
filling of these words in mind when 
not enough for a poet to speak fro 
says must also, to be approved, go to & 
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depicts the emotions of another’s soul from within; 4 
story is assumed and its development hinted at or expressed; 
and this leads to a different treatment from that of purely 
lyrical poetry. That aims at beauty ; dramatic poetry 


at the expression of character, or action, and emotional 


significance. It will therefore generally use language that 
is more colloquially direct, less elaborated. Our sympathy 


has to be won, or our interest excited, for a point of view — 
which may be quite foreign to us, and which therefore has 


to be made plain. And the expression has to fit the mouth 
supposed to be speaking. Psychological insight, dramatic 


feeling and skill, verisimilitude, and vividness count for 


more than beauty and music. Contrast, for instance, ue 
rough verse, the vivid and detailed picturesqueness, t 


e 
story-telling glow and colour and rattle of the earlier part 


in The Flight of the Duchess with the quiet and sm008 
intensity and beauty of the gypsy’s invocation 1 it, which 
is purely lyrical and who 3 3 
That ies ueatatic Lasore In dramatic lyrics sue ee 
his Christina, A Woman’s Last Word, Any Wife to gfe 
Husband, the thoughts are simply expressed, but oe i 
through by force of feeling and their intrinsic In ies 
That is to say, in dramatic poetry the drama, the emotio x 
crisis, its effects upon the thoughts, and the drawing 
character, are the important parts, and to these sae a ; 
beauty may be sacrificed, for the main object of oF Pa : 
is to interest us and move us with a view of life. of 
pure lyric we have to be captivated. There the pao eS 
are, so to speak, played with, fondled. They are charming 
in themselves and charmingly set out. The poet loves 
them and dwells tenderly on them : 


When her mother tends her before the laughing murror, 
Tying up her laces, looping up her hair, 
Often she thinks, were this wild thing wedded, 
More love should I have, and much less care. 
When her mother tends her before the lighted ™murror, 
Loosening her laces, combing down her curls, 
Often she thinks, were this wild thing wedded, 
I should miss but one for the many boys and girls, 


_ Set that verse from George Meredith’. 


_ has taken a single thous) only it 


different in tone and manner. — 
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against this from Browning's ny Wipe 


My love, this 
Who art all ¢ 


ite both poems: b & in both poems : a 
second, as there i foe IS a Criticism Of likes, thought 
shi + mM the f Y 1m the 
between the see MONEE, striking dees est, Browning 
dramatically, forcib] as develope ce © the 

ea, in this and his; t Once we have * ss PY verse 
Place; every word bane UTamatic he 
e scene th “earning el ore fits 1 
: eo ee Char 0 the vericj 
tr, or the y iTacter, and te Verisi- 
Which the poems are straps nS Of the sine x tate 
displays it to the ext ght and the ing Upon th ght on 


than th 


th pe Will not mi 

ihe gusto of expression SS the beauty and fuer AC 
ir tail 

thouet am & Bure uric ae 

h. aoent tt remaing @ittens 

ts way into our 

nd women, and 


relations of but 

dealing with th i é being to life j 

high € ultimate problems of ew y. 

Of Provi 

Thought kee Foreknowledge, Will, and Fate 

1houw Sho j ; ‘ = . a : 

and Teads to. aseees the ‘ strict meditation of the Muse *, 
: Cauty as well as a criticism of life. ‘But | — 


“? Ve 
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cht, giving insight into nature in its widest sense, 
Eel ea Pe ererience, profoundly felt, and livingly and 
beautifully expressed, that is the best thing poetry has e 
give. And such thought is poetic wisdom. That is ony 
to be found in the greatest poets, for they alone have mine 
wide enough to absorb all kinds of experience, and Powe 
enough to wring wisdom from it ; and they alone can m i 
wisdom sing. It is thus the highest thing poet yi gt f 
because it is an harmonious union of all her g1 Pa | 
broad and simple as sunshine, herein differing Jrom U 


. CHAPTER VII 


IMAGINATION 


aX HEN Prometheus st. . 
\ \) expense he was tho ole fire from Heaven at such 


bees nd k a 
_ grateful for the sacrifice Aes bodies warm, 


nae mee and blessj. Men were 
intellectual subllety of the soci" yiedom, and Spi Brown round Meeac'ot Of the race, “igen hailed Pro- 
enh 4 ! f wit rather than W' Digtcwcts | ee = Cat that lich ; 1e . 
a "ft Aa the® brain’ Neither is it didactic, except concocts crude fact into ee and warms th, mnyth 
wholly fro had the Titan bee acies for 


bob 1] + iS 7 sententious. There is | ape 
indivectlys, 28 OF davius in 3 Pe striving to instruct oF fire, but imaginat figured 


et : mae in it vir . ion, ma . om He , 
nothing of the Polonius in 1, : , no under a Man must inc aven, no 
teach, He one-sided maxims, To consclons a eat of the aft, Eine obligation. See have felt himecis 
strain, no fuss. It is the falling obnes of thought and as this ? ‘Wh ay Arabian Magician ensider the splendour 
orchard. Its note is maturity, tient once and for ever, wonderful as Peo tl imagination © had such a lam 
eect ox opposition. While cleverness may le source of pl 48 nation itself sae: Conceive, is as 
no 


: rr 
dazzle us with its brilliance, until we shade our eyes 


if a ry us away aints, a f of | mate court- ES 

see that it has no heart ; while Howe need Tate a frothy Paante fey th Words, and it shall - few sto vatterer 

in its rush, until we find ourse ve acre neither excites to matter, the om uP Of God, 7, 2% its height ee few 

maelstrom of mere wore ie Boe er 7 beautiful coun- itis a pleasing ere of circumstan = grand a me 2 
nor deceives, but satisues, f0F © ith a great heart banish. Tt ¢ whom few } as 

ce it has a solid body of truth with | ; mbines a yar Ve resoluti lowest 

Sorte in it and comes Pus as a loved friend and com other of them it 1S indi ie “on enough to 


hav d into 
d mind seem to have passed Me 
distinguishable, the shape is sO 
as in those lines, perhaps the 


at OMices, b 
Spens ’ ut 
forter. In it matter an able to at 


one another and become in 


rooms or. a: 
at one with the thought ; Of life is 


3 be able Fame of : 
11 7 ignation wall of f “Te Oo thro make-belie 
most perfect ever written, So full of mystery, Tesignatlon, Preece eens our view and t ee = the gaunt 
Ce: hin 4 ‘80 We ar i © feast 
eace ; 7 . AAS | 
poe Weare such stuff ak and reconciles us e Sas for life, this Sr eanEy 
As dreams are made on, and our little lite aconst Bes mM child-pl “Ptvity. 610rious 
Is rounded with a sleep—— | 


efu = 
But this Daas Bete ae day-dreams, its last citadel” 
an ee Universal rule. There ace. 
people in whom ‘the faculty is so domineees and HapeaoES 
79 


80 AN APPROACH TO POETRY 


that, instead of dwindling with the years, it becomes 


stronger, using everything as its food and drawing nourish- 
ment even from the lifeless, like a tree. In their case the 
imagination does not turn inward, but outward; they do 
not dream and fashion merely of and for themselves, but 
of and for others as well. : 
who renew the stock of beauty, 
for our fading plants, and by sh 
significance and charm again tot 
These, in a word, are the artists. 
The artist therefore is one who, - 
strengthened his own imagination, 15 al a 
ours. He not only has visions enthralling to himself, but 
is able to reproduce their allurement, to 4 certain extent, 
for us. But to do this the artistic imagination has to 
see its visions from the point of view of its particular art, 
with the notion of reducing them to the limits and con- 
ditions of its special medium; for through this medium 
the artist has to reproduce in us as much as possible of 
chat he has seen and felt, since this is his only way of 
getting at our imaginations. nd so, although a poet 
the same visionary conception as 4 
t+ it in words, not 


ainter, yet since he has to represen 
Paure: i ei different aspect and 


who bring us fresh water 


having preserved and 


with different emphasis. He grasps ie 
painter, for his vision may appeal to the ear as well as the 
eye, may move and change instead of being stationary, 
his art allowing him this larger scope- ) 
him a chance of suggestion far beyond that of the plastic 
arts. A picture reduced to words jeaves more room for the 


play of our fancy than any other kin : 
words are the least precise and limited of all mediums, and 


act at second hand instead of immediately on our senses. 
But the want of definiteness, in Many ways a defect, Is also 
a gain, since it enables what is given through the medium 
of words to point, as it were, beyond itself, to hint at the 
illimitable, and convey the mysterious ; SO that a poem 
becomes, not so much a picture gallery, as an invitation to 
the mind to wander in a shadowy garden, where it may 
find its dreams flitting in the moonlight. 


These are the blessed people 
ifting the old scenery give — 
hings become too familiar. 


s able to reinvigorate 
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Autobiography puts it, ‘ The highest problem of any art is 
to tesa EC apeaconce the illusion of a higher reality ; 
but it is a false endeavour 2 nea the appearance until 
at last only what is commonly realremaims. = 
That the pictures given by the poet s imagine Oars 
vivid goes without saying, for a picture that is not vivic 
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A Lover’s Quarrel : 


shave ‘ive. To giy 
have never seen Sive 


et the origi ™prehension. Tf w 
Fancy the Pampas’ sheen ! portrait, or know reinal of a It we 


i d miles of gold and green 
EO het the sun-flowers blow 
a solid glow, a 
And * break nove and then the screen 
Black neck and eyeballs keen, 
Up a wild horse leaps between | 


* = , Are a 
is . : Yet ab 
Picture is of some per a true liken e to sa 


e 


You can almost see it. And it is wponly eer Pe 
bringing out, by a few piesteny ae ine is anne 
Balai Sno 8 lore book method of delineation, no cone 
cflnature could have produced this Leica p tone oPy 
nature is to try and take down 1n shor se epeoigined 
detailed speech by one whose utterance } (00 eee 
the quickest writer ; the result being 4 oe eee neecieee 
and disconnected phrases with har y, 2 vas peal 
sentence among them. True, what we : ave ee 
spoken ; but all the meaning has gone ou , OT, me 


To make this cl 
Poetical Sketches eres. consider 


ry F Ta 
lines of genius. full Blake, qrectS from the 


OSE wo £47) 

gating on al sigae st Qt Poetry strong 
OMmely an | 

€tre here ang there aaa idan of art: 

: » And o ‘ 

with a rough h 

his flower. 


The ext 3; but he sen! 
: ing; whereas to th ; Tacts are tak © Senerally gets 
ee ; w and false meaning; W € seasons, an €n from Be 
fae ST uRN on Eres Ho attempt to take down every~ characteristic d show y the 


: h e four poems 
Pictures. The Re we what I mean by 


the invocation 


4] saee to give the gist of what 
thing, bu if , its own language to gIVe : as 
it fee eee hand this leads us to the epee eps 
we mean by characteristic pictures, to give 


to Spring : 


() thon with de 


Be tee Through the clea’ locks, who lookest 
= ic imi . o “Skest do 
another ‘function of the poetic imagination cae ; ‘4 “ar window of th Wo 
The poet mmast know aa see what he is aiming at; the Next to Summer © morning. 


haphazard fumbling of the amateur is not for him, bee 
must have his hand upon the essential character ont : 
impression to be transferred to his readers, n order tha 


to b . : : : pes : @ Tiver clear, throw es 
he may fit it with an appropriate image or display 1t na ries off, and rush into the ctreae | 


Se La ¥ a =- == 


86 AN APPROACH TO POETRY 


Then to Autumn : 


Thus sang the jolly Autumn as he sat ; 
Then rose, girded himself, and o'er the bleak 
Hills fled from our sight ; but left his golden load. 


Last to Winter: 
Lo! now the direful monster, whose skin clings _ 
To his strong bones, strides o’er the groaning rocks, 


These are examples of the clean seeing and vivid picturing 
of a true poet, the character of each season being firmly 
grasped and appropriately and fully imaged. | The ‘ clear 
windows’ of Spring, Summer throwing off silk draperies 
and rushing into the stream, Autumn fleeing to the bleak 
hills’ but leaving behind his ‘golden load , Winter s 
‘strong bones ': no epithets and pictures could be happier, 
firmer, or more apt. Just in this way should we, had we 
the insight and imagination of the poet, express the sensa- 
tion caused by the respective seasons ; for these pictures 
but seem to put into adequate words what we have often 
vaguely felt. We are conscious in 4 dim way of the 
character of all we see or hear or feel, and when the poet, 
with his vital insight, seizes and images it for us, we 
recognize it at once and are delighted. This is so even 
when the character is given realistically, a5 1m the song: 


When icicles hang by the wall | 
And Dick the shepherd blows his nail. 


But when the picture is ideal as well as characteristic, we 
get a double pleasure, from beauty as well as truth. 
Besides being ideal and characteristic, an imaginative 
picture should be suggestive. It has to convey so much 
that it is bound to hint at more than it expresses. It must 
carry an atmosphere ; it must not be conclusive, like twice 
two is four, but stimulating to the imagination. The true 
poet’s vision is so intense that it burns away all that would 
obstruct it, and in a few words he can call up before us an 
image, concise in itself but so expansive in its suggestions 


cd 
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And now, having shown in what way the poetic imagina- 
tion makes its pictures ideal, characteristic, and suggestive, 
so giving room for charm, truth, and mystery, let us con 
sider in what way it makes the poet s ideas lucidly beautiful; 
for this, as will be remembered, was stated to be its second 

a8 | 
This second part of the imagination—the decorative— 
does not try to produce the illusion of a higher reality ry 
means of pictures. Its function 1s rather to give warmth 
and colour to the poet’s perceptions and thoughts, ang fo 
help preserve the tone of his feeling ; pater oo tae, by 
calling in the aid of similes, metaphors, an a ogu Be 
-,a word, of likeness. The poet wants to make ismeee ng 
and his feeling as near and clear to us as 1S compatible w! 
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joining to it the associations connected with these fresh 
ideas. For the resemblances suggested to the poetic 
fervour by a thing are always such as dignify, refresh, OF 
enrich it ; not—as is the case with the humorous mind— 
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—arfloat 

Like Venus in her pearly boat ; 

The halcyons, calming all that’s nigh, 
Betwixt the air and water fly ; 

Or if some rolling wave appears, 

A mass of ambergris it bears ; 
Nor blows more wind than what may well 
Convoy the perfume to the smell. 


Since the aim of the decorative imagination is to make 
the poet’s thoughts and perceptions lucidly beautiful, the 
resemblance he uses must not be too far-fetched, nor too 
heavy, nor unintelligible to readers of ordinary culture, 
for this occasions obscurity. Nor should they be hack- 
neyed, or they will fail to arouse interest. But they should 
be appropriate, freshly felt, and fully developed ; and as 
to this we cannot do better in judging any example than 

bear in mind the axiom of Keats: ‘The rise, the setting, 
the progress of imagery should, like the sun, come nat 
to him [the reader], shine over him, and set sober. Y, 
although in magnificence, leaving him in the luxury 0 
twilight.’ Nor has any poet taken this axiom more to 
heart, or put it in practice with finer effect, than Keats 
himself : 


As when upon a tranced summer night 
Those green-robed senators of mighty woods, 
Tall oaks, branch-charmed by the earnest stars, 
Dream, and so dream all night without a stir, 
Save for one gradual solitary gust _ 
Which comes upon the silence, and dies off, 
As if the ebbing air had but one wave - 
So came these words and went 


The imagery here is carried through, that 1s to say, the 
image has been seen, felt, and thoroughly expressed ; | 

the poetry in it has been brought out , and we are left with 
a feeling of satisfaction, quite independent of the beauty 
of the representation, in the cleanness of the work. For 
poets sometimes, through press of thought or because their 


art is not ripe, make too little or too much of their imagery, 
Or sometimes 


which thus produces but a sketchy result. 
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CHAPTER VIII 
BEAUTY 
B EAUTY has a philosophy andacult. It is reasoned 


about in Aesthetics and it is enshrined by Art. And — 


like most high things it has to pay the penalty of its 


i ing’ i de common. 
station by having its name misused and made ‘ La 
In ardinany speech everything that pleases is called” 


beautiful, without discrimination. We hear of ‘a bea 
game ’, ‘a beautiful problem ', ‘a beautiful trick Re 
on, though it is obvious that this 1s not que e et 
adjective. What is meant 1s something more like s aan 
neat, clever, etc. Still, the word has a remote apProp ae 
ness, because the perfect adaptation of means 0 Eee 
end is what invites applause, and this 1s eee ore eo 
stituents of beauty. But the end propose me re 
is in itself something other than beauty oan ae 
loosening of some more oF less intel not anette 
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PBS EOBETS a to their ef ’s aesthetic sense. 
laws without regard to their effect on man ne ae 
| ver things in the world of greater Importe 
Preciteuty, and papace plods her way careless ee 
distinetions, mak aed. And this is what I mean by 
. ich he good. 2 
Ea eohee beauties fortuitous and superfluous. Nom es 
we get from her exactly the same feeling as we ge a 
art, though, for want of words, we describe the two teelngs 
by the same term beautiful. We cannot isolate the beauty 
of nature, since we ourselves are nature’s products, living 
in her world, under her influence, subject to her laws. 
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of the realm, and wields a lit 
appealed against by genius. 
speare received in France for not observing the ‘ Unities‘, 
and what dramatist to-day cares twopence about them ? 
And in Pope’s time smoothness of versification and epigram- 
matic common sense were the high-roads to success, while 
a ‘ poetic ’ syntax and ‘ poetic ° themes were held as indis- 
pensable to poetry as high birth to a gentleman, until 
Wordsworth finally showed that beauty may be found in 
any dress, and that she is the beggar maid as well as 
Cophetua’s Queen. 

But however impossib 


tle tyranny, until successfully 
What abuse has not Shake- 


le it may be to fix individual 
: particular 


lar form of art, those 


forms inside each particu ’ 
never, of course, vary. Their 


forms of art themselves 
medium, that is, 15 always thé 
through which beauty shines, 15, 


the same. And this medium, 
previous to being worked 
neither beautiful nor ugly, but neutral. 
ion may be raised. The medium of 
rds, and I said in my first chapter that certain 
words were tiful. Is not this contra- 
diction 2 And many paints are beautiful in themselves, 
and colours are the materials of painting. How, then, 
can words and colours be neutral ? And the answer 1s, 
They are neutral from the point of view of art, which 
consists in the selection and arrangement 


| atural beauty, but this cai 
They may have a natural beauty, © aphazard collection of 


or intensified by conjunction. : 

beautiful words wifl, not make a beautiful poem, noe can 

one produce a satisfactory picture by merely streaxing 
ason, therefore, that 


. can ‘th pretty colours. There 
a vas with pre ye all arts neutral was that its effect 


called the material : 
depends entirely upon its setting. . 

pende Ghaty pf an artistic production, then, is mare om 
of neutral materials which become beautiful by selection 
and arrangement. But what is ‘+ controls this selection and 
arrangement ? It must be made on some principle. The 
artist must be aiming at something. 
aiming at is the realization of his idea or theme, the beauty 
of which is either taken from art, or given by nature, oF 
wrought by imagination. However it be obtained, the 
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Clung round the struggling nymph, with piercing cries 
Pursued the chariot and invoked the skies ;— 
Pleased as he grasps her in his iron arms, 

Frights with soft sighs, with tender words alarms ; 
The wheels descending rolled in smoky rings, 
Infernal Cupids flapped their demon wings ; 

Earth with deep yawn received the fair amazed, 

And far in night celestial beauty blazed. 


We see here that the possession of a beautiful theme no 


more constitutes an artist than the possession of wood makes 


a carpenter. Execution, the working out of the theme, is 
the test of poetry as of all art. | 
the way, that when beauty 1s the end proposed, execution 
is more difficult than when the aim is at significance, for 
the one is more easily lost in the process than the other, 
and beauty is more sensitive to handling than truth. But 
execution is dependent on the poet’s susceptibility to 
beauty of idea as well as to beauty of form. If Darwin had 
had a higher idea of beauty he would not have allowed these 


Line ote E ite idea of beauty that I spoke of above was 
of course the idea of the whole work of art. In execution 
the floating theme becomes fixed and has to be transferred 
by means of parts. Those parts are In poetry, words, 
metre, rhythm, imagery, etc. SO that speaking generally 
we may say that a beautiful poem is one that pea ee 
us as a whole through the harmony of musical words, oe 
and essential images, and glorious ideas, carried by Sut e 
rhythm and metre, and inset ey ee Te is therefore 

: bodying itself in a fitting torn. ? 
ay Sable. col has Ee the beauty of the whole by ae 
analysis of its parts, because of the interaction of t ae 

arts. Fach of the elements is not only beautiful in itse 
Ect is made more beautiful by each of the others. But 
without attempting an impossible task we may make a few 

eneral reflections. Let us start by examining 4 stanza 
from Keats’s poem On a Grecian Urn: 


Who are these coming to the sacrifice ? 
To what green altar, O mysterious priest, 


And it may be noted, by 
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free from discordant elements. If to this be added the 
pleasure of beautiful language, metre, and rhythm, it is 
easily seen how it is that images may appear more beautiful 
to us in poetry than they would if actually experienced. 
A beautiful image thus starts a train of associations con- 
nected with beautiful experience, and by allowing nothing 
discordant conjures up a picture that gives us double or 
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treble pleasure. If we apply this to Darwin's image of The poem is full of Bees : 

‘infernal Cupids flapping their demon wings , W° find that and thoughts, unfoldin ‘ words, associations, images 
the reason we do not get from it the peculiar pleasure we monious in matter and _ Sracehilly and_ logically soa 
get from beauty is that the associations 1t rouses are and are thrilled by ; nner and emotion. We ead it 


discordant, and the experiences recalled from nature are 
anything but beautiful. Flapping wings are suggestive 
of poultry ; infernal Cupids bring together discordant 
ideas; and since, as far as I know, demons have the same 
kind of wings as angels, the phrase ‘demon wings cn 
only mean black wings. Iry and put the pieces together 
and they do not fit ; and the elements being heterogeng 
it is impossible to rest in the whole. _ In so iat cate 
picture is incongruous we cannot realize it; it 1S T1dic 

in as far as we can. But Keats’s images, OD the conte 
‘ve harmonious, complete, and enchanting pictures, eac 


| Magical alchemy it j may wo it 
we glanced at te aif which can transmute that guia 


imperishable lovelince. at the museum 


) ince: pea of a poet’ 
and strange’: and as nae ange into something rich 


will always try : .: its lodgi i 
We see, ies ther ne Sings where it pleases, 


ith i | ain of pleasing associations. Who can em is @ pleasure of. tu too 
Mee ibe pooner gba g associations excited by pr it is oie partly intellects by a beautif ul 
picture of a ‘little town mountain-built with peacett intellectual through the the appeal of fo ’ Partly spiritual 


citadel’, what picture could be more complete than that 


f the ‘ heifer lowing at the skies *, more enchanting than 
the “green altar ° But I need not deal with each aey 
Enough has been suggested, I think, to show why it is they 
all give such pleasure, both individually and in connexion. 

There are other beauties besides those I have touched 


on. Consider the last three lines of the stanza - of words, etc., do € only know that certain arr 


3 ITrangements 
ail to produce it. pera: and’ that other 


\ ove wn, thy streets for evermore La rr 
And, little town y factors present only trying to show 


Will silent be; and not a soul to tell no one Can say wh . in all 
Why thou art desolate, can e’er return. way sould produce the sposition = these seine peed 
mi | : e 
oth | xe . van hae a, Nor can anyone explain ees in another wa 
It is the thought here, not to speak of 1ts expression, I | a halo, y beauty always has 
gives us pleasure. There is a kind of playful melancholy a But here is another factor whi 
about it. We know there is a double illusion, that the | whole sum of beauty Bante ich goes to make up the 
: y, we may take for granted, 
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is always freshly felt by the poet ; otherwise he would not 
be moved by it to write. But it is one thing to feel beauty 
freshly, quite a different thing to represent it freshly ; and 
this freshness of representation is the additional factor I 
mean. One of the many debts we owe to Wordsworth is his 
fresh treatment of natural beauty. This treatment is often 
called simplicity, but that term is an unfortunate, one. 
Simplicity gives the impression of something opposed to 
art. But simplicity in his case means without artifice of 
style, that is, without any conscious deviation from the 
grammatical structure of prose. But it means too that 
his impressions were given in the language that seemed to 
him to convey them most clearly, regardless whether his 
words were in themselves prosaic or not. By this he often 
succeeded in giving a freshness of representation that a 
would have missed altogether by using the hackneyed 
poetical formulae so common I the eighteen aN 
poets. His language as a whole certainly cannot be ix 
simple, unless this and many similar passages are SIMpIs « 


In his stern father's hearing, Waudracour 
Persisted openly that death alone 
Should abrogate his human privilege 
Divine, of swearing everlasting truth, 
Upon the altar, to the Maid he loved. 


-. 4s 14 apneiets in the choice of subject and in an 
His simplicity consists in th ye teatmienel 


absence of exaggeration and affectation Im 1S 
not an absence of pomposity. But let us ve me 
favourable quotation. Take, for instance, this beaut 
stanza from his Yarrow Visited : 


But thou, that did’st appear so fair 
To fond imagination, 

Dost rival in the light of day 
Her delicate creation - 

Meek loveliness is round thee spread, 
A softness still and holy ; 

The grace of forest charms decayed, 
And pastoral melancholy. 


If this is simple language, then we must not confine its use 
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to Wordsworth, for it is language which Shelley, Keats, or 


Tennyson might have used. Or when he says, let 


The swan on still St. M "3 
* r a ‘ 
Float double, swan and ence 


Is that a simple picture ? 
picture of the * heifer lowing at the skies’ or the ‘m 
3 oun- 


inning of Rerlige Sw a simplicity 


“a Agee form, br 
pe. of that special cores ACh eee Onn 
danger of think ees become so used that ¢ Sao 
ae inking fo at they were in 
idea tovdig he i He ee 
mity by stripping ; : € restored the 
was tawdry theatric Peing it of all sae in his oataiae 
shee trae yore while noticing: 1a 
is tweed, th Omespun may be cloth of 
seet 808s to the making 
many of hi r that wh heent of material. And 
ay Of his poems he did Saw, 


: ords : 
» istook once aS In too 


eats al deyj | 
The necessity fo ices of style ’. 
phase of the Chomny weshness of treatment is but another 
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will never be understood as long as his impressions are 
given in language and imagery from which all the life has 
gone by constant use. His difficulty is that such language 
and imagery did once give the required impression, and 
the very reason they are hackneyed is that they were 
originally most fit for their purpose. But ideas, images, 
and combinations of words are inexhaustible, and he who 
takes no trouble, or has no power, to give his reader new 
ones, must suffer the neglect by which the world protects 
itself from the incompetent. es | 
Beauty is like sunshine, always welcome in itself whether 
it light up the hovel or the palace, the grimy alley or the 
broad fields. When the sun is on it, a piece of glass is as 
beautiful as a diamond, and were it possible to look simply 
at the beauty of a poem without considering its substance, 
the beauty of poetry would be found equally in what ve 
intrinsically worthless as well as in what was in ly 
valuable. But poetic beauty has significance - bile fe 
charm. A poet's words are at once symbols of thought, 
s in a dance, and their selection 


:- ability to serve this 
and arrangement, depen’ reams, walking, different roads, 
Pet ae reflect each other's glory in a beantitts Fie 
And at the heart of every dream lies a thoug. oF ppose 
then, this thought, or even the whole dream, 15 4 Yeoh 
with the charm of the music. Will the poem pn bie 
to be beautiful ? And the answer 1 plainly in the neg ve 
but with a qualification. Perfect beauty always oie = : 
a perfect fitness of means to ee ae a is part 0 
uliar pleasure it gives us. is is mIssIN¢ 
Lee ae want in the means, we are deprived of oe ee 
satisfaction ; and we call the result less beautit nea 
one which gives us this full satisfaction. Since these 
thoughts and dreams are part of the means by which 
poetry produces its effects, if, then, significance is at 
variance with the charm of their expression, there is not 
a perfect fitness between the means and the end, and we 
do not get the full satisfaction we should have had if the 
subject-matter had been as charming as the treatment. 
To this it may be objected that beauty is wholly a matter 


7 
2a =e 


‘of form and treatment, that th 1 
of i : , ese are 
subject-matter, and that since beauty et 


by and in itself, it is made 
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ee nenden of 
there is a perfect fitness of mea ond. Or th anorbe 
there is ) vf ns toend. Or itr 3 
agreed that, though the subject-matter would be Sane 
erin ee presented ina 
aa ined above, the bea 
vi Lee beauty from the irradiation Heston _ 
“idea, so that though the form be beautiful 
plement of beauty when it is at 
matter, and such a poem cannot 


unpleasant or u . Which. swe 
pleasure an at ugly subject-matter det was that 


f ick? : 
Seous. “One oF twa of ne a not 00 
lis Usual beantu cf oa ese» However, 
and style, and 


sie : uesti ee 
mostly differ bo subject 
matter that fives ple tes 
to another. In the asure 


-matter that opinions 
ae ae eS | ea that 
® one man may give off 

vated, sound-he Soothe appeal must be é the « ulti. 
artistic sense Su ted man with a healthy mind and a1 
unconventional uch a man will not mistake what is merely 
WesnGous’ a Suave: and unsectarian for what is immoral 
Shell Be nd blasphemous. He will not renounce 
nelley an all his works on the ground that he was an 
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atheist, nor decline to read Coleridge because he was an 
opium-drinker, whereby his poetry must necessarily be 
immoral, or Keats because he was a consumptive and his 
poetry therefore must be unhealthy. But he will turn 
from what remains gross or hateful however beautifully it 
may be treated, just as he will turn from what 1s feeble or 
mawkish however respectable. In short, as far as poetry is 
concerned he will turn from vice in a beautiful dress and 
from virtue in an ugly one ; for he will hate the Philistine 
as well as the depraved. And the interpretation he will 
give the terms vice and virtue, in poetry, will make them 
practically equivalent to what Is morbid and what is 
healthy, what is rancid and what is clean. vin 
A subject that is taken from life or—to use atthew 
Arnold’s fine expression—a subject-matter that we can 
‘ rest in’, will give more pleasure in the long run than one 
which is too unsubstantial to stand the test of time. — 
Finding no impulses in the world around him, no po - 
ing from life, the poet allows his imagination to spin of 
itself a web of beauty from gossamer creams of its owas 
float as free as it can from all connexion with ea th pe 
this creation he lavishes all his wealth of fancy an Z Source, 
and the result is as gorgeous ane Spee ee clon eae 
owy Alps and purple valleys to : ay 
bilge the delectable land, so far removed pee our pe) 
lives, so still, so ethereal, with delight ; and th Ss, Me ys ie 
the true realm of poetry. We become Lotus-eaters, ong 
ful of kindred and home, forgetful of strife and competi ee 
of sorrow andevil. And he would indeed bean ingratew 0, 
once having tasted such food with exquisite pleasure, =f oul 
later cry out against it on the score that it was not me ee 
Such poems, written with joy, are read wae joy by é os 
for whom they were meant. And if we no oneer. ge joy 
from them it shows that they are no longer meant for us, 
that we have in some sort deteriorated. Though they may 
cease as we grow older to give that fullness of enjoyment 
they once gave, though they cannot satisfy all our demands 
as they used, we may still love them for their music and 
rapture, still turn to them for relief when ‘ the world is too 
much with us’. Nevertheless this letting loose of the 
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imagination to hover, like the fabulous birds of Paradise 


€ver on the wing without alichti i a FS 

Poet than to exercise it upon exnetee ey Rea thing for a 
and transforming fact, to open 3 a, by subliiming 
world we live in ; just as it is 
expand in epigram than to 
natural and characteristic. 


® valuable for us. Such i It is easier, and it is also less 
) day-dreams. Th 


no substance of reality, their effect ; 


the other. But whe 
instead of f i 
and griefs ney of beating : pon. earth and man’s joys - 
Rea into our real lives, Bare is Hele aes pes 

at and a tonic. Here are no v wuec both as a 
Which but strike a vaporous day-dreams, 


Dele Gt custom frow mide ay aes that strips the 
| ows 


Spirit, who shares 
and who 


ngthened for an appreciation of 


ich is none too exact, there is the 
Singer of the ideal world and the singer of the real, and 
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we cannot dispense with either, for both give us beauty, 
and by giving us beauty bring us too at the same time 
consolation for what is sordid, ugly, and painful in life. 
‘Keats,’ said Carlyle, ° wanted a world of treacle’; and 
we have the picture of a bear clawing at a butterfly. But 
Carlyle’s caricatures, thrown out in conversation oF I 
letters, however false in their grotesque exaggeration of 
some particular feature, have nevertheless, like all carica- 
tures, a basis of truth. It is not true, 11s grotesquely false, 
to say that Keats wanted a world of nothing pt cloying 
sweetness ; but it is true that in the majority Q is peue 
he sought refuge from the depressing cincunS ae his 
Id of ideal beauty, and, apa ier tons ie eran) 
i 00 
identified bear seo fos is real attitude to life 
He knew well enough that the 
the true way out of 
uld, if he lived, have 
ir own grove’ se say too 
ount of reality, and No 
ld have ea ie ‘himself for the struggle 
where there is nothing 


rob 


was a cowering | 
yearning for ideal beauty was not 
the difficulties of 
to meet these 


that his a y : 
ne can dou 
Sen he died. Between a 


More boisterous than 2 lover's bended Imee 


and a world where 


A sense of real things comes doubly strong 


he has 4 vision of a world of 

—nobler life 
Where I may find the agonies, 
Of human hearts. 


the strife 


| that to realize this world will mean a long and 
ee ask for him, and many a time his heart fails him. 
better—and he knew 


tae sah akn man 
He knew his own we ess—no . : 
2 nor can we doubt that he would have 


his strength; 1 
accomplished his task had he been spared. There are 
plain indications in his last poems that his idealism 1s 


— 


condensing like a beautiful d 
conde like : ew upon f 
Mark, unfinished at his death, bees : 


= 


We have but to co 
taken from one a 
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The Eve of St. 


Upon a Sabbath-day it fell - 
yee holy was the ab bae ea 
a ee the folk to evening prayer : 
Ss ay y streets were clean and fair 
Ase bu menos drench of April rains : 
ane Bon the western window panes ' 
age ily sunset faintly told 
= uD stased Breen, valleys cold 
Ne ee thorny bloomless hed 
Of e were new with SPling-tide sed 
And d tToses by sheltered Tills SY 
S1Sles on the aguish hills 


Mmpare these lines wi ) 
h th th l 
f his earlier poems, to see noe as 


The r 
©vening weather was SO bri 


: 8 sideways in wea, warm 
images here, | te 
beautiful merely for eta beautiful in 
on the objects; we }, 
Venus, not of men and wo 


is still at the subject: 
ubjective stag 

SeiMarh he waa apg sts katy where he Bary 
the poet sti age 
instead of using emotions nea. 

ING-Point for b 

for beauty to cauty to run from, hes 
renege, kad Shag tem te mje 
of life’. But, >, Way in the direction of ‘ a criticis 
his death: as he writes to Reynolds ieee esta Beles 


My flag is not unfur 
On the Admiral- Gisnotunfurled _ 
I dare not yet | stafi,—and to philosophise 
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No one who loved poetry would willingly part with any 

of its beauty, whether ‘deal or real. ‘Add at any is unite 
one is young, the pleasure from the one may be as great as 
that from the other, in certain moods. 
older there comes at times an impatience with poems 
‘ enatched out of the air ’, for they recall the illusions of our 
youth without recalling youth’s belief, and we have learnt 
to regard those illusions as false because they represent but 
one side of things—the ideal side, which must be false until 
re-read in the light of the real. We cannot ‘rest in“ these 
ideal pictures; for they are pictures neither of what is or 
has been, nor of what ought to be; they are pictures of 
undesirable impossibilities, enjoyable only for their form 
and as a temporary respite from exhaustion. 


Ah love! could thou and I with Fate conspire 
To grasp this sorry scheme of things entire, ~ 
Would we not shatter it to bits—and then 
Re-mould it nearer to the Heart's desire ! 


So sings old Omar through the lips of FitzGerald, giving 
to the cry of ‘the everlasting no . The cry is 
peautiful and human, and therefore real in the best sense 
itici f life’ as old and lasting as the 

hills. he beautiful expres- 


bls. a perpetually recurring desire. It is the rea) coy 1h 
ideal beauty, not a beautiful picture of an ideal world. 
Compare it with the first stanza of Rossetti’s poem, The 
Blessed Damozel, and you will see the difference I mean: 


The blessed damozel leaned out 
From the gold bar of Heaven ; 
Her eyes were deeper than the depth 
C4 water stilled at even, 
She had three lilies in her hand, 
And the stars in her hair were seven. 


The beauty of these lines and of the whole poem is apparent, 
and no one can read it without receiving great pleasure. 
But it is not free from a taint of sickliness. It suggests a 
‘tall wax candle burning in the dim light of a recessed chapel 


But as we get 
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ere a rich shrine. 
ight, the movement and the noise of life 


gloom, and 7 "effec : . 
50 the heavy scents have their ced aan ; 
eir € you ; 


5 n whatever c ionshi . 
ways a delight in itself. But in pene D wate ee 
fa eauty of form 


e significance the wane and the higher, 


They live y 

nwooed 

Die to t and unre : 

Die to themselves, "Sweat saree at age 

And s0 of you ila are sweetest Sedans made 
m7 ’ eous | 

When that shall fade, by Soo youth, 

distils your truth, 
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CONCLUSION 


But in. 
' , y should read, poetry for pleasure. 
ace : ae the utmost pleasure from what we read 


.ad the best powers of our mind upon 

rit ee ae to the finer emotions, throw 

a role strength into partnership with the poche Fa 

OE Vonnel mental attitude or a dulled ger es As a 
A lounging ihtful and beautiful work ; and besides, 1 

affront to thoug read it in such a way 


. . = * lves. 
inimum is to stultify ourse 
rack that a man who will spend hours 


| lence 
no study, no experlent*, 
istic knowledge, 1 tenes to occur to people 
joyment of poetry ; it never er They are modest 
Ae thing of the sort is wanted. | Mt os attitude 
that ae the: presence of other arts, bu 
enough i 


ious 
-ds literature 1s almost invariably one of unconscio 
LT ce It is plain they do 


not recognize its difficulties 
e its successes; d 


o not indeed consider that 
ine poem or 
difficulties exist; OT they would take a fine p 
Reaay less as a matter of course 4 


nd more as a matter of art. 
m their word of praise 8, 
idering for a moment 
‘nspirati ’ without considering 

nee Eris ee rescion. But if they os press 
on the point it is found that by an inspired poe e ee 
one furnished ready-made to the poet by dae 

natural agency or other; they picture him as s 

Ito 


both more and less than a 
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seized by divine frenzy, like the Cumaean Sibyl, and pouring 
out verse over which he has no more control than a decanter 
over the wine in it. They cannot realize that what they 
call inspiration is but the happy flowing of matter along 
channels dug out by labour ; that but for such labour there 
could be no inspired poem at all; for the idea of work in 
connexion with inspiration would see 


or at all events a paradox. 


priest of Apollo, oracular an 
has no control over his thoughts and 


the poet this view is, which would rob 


essary for those wl 
to win success in their art, are obliged itl incessant tee 
to ‘strictly meditate the thankless Muse ’. | 
A good deal of this unconscious arrogance | | 

i : : ce towa 
literature results from the way in which we se first reel 
into contact with the Muse. It is thought that her good 
graces may be won in some such way as this: For a founda- 
tion learn by heart—on compulsion—a few passages that 
bore you from the works ordsworth ie Mrs 
eture consisting of as 
ained of the writings of 


words and its allusion to old customs 
up with a rattling knowledge of some chronological list of 
writers lames, you are supposed, and, what is worse, 
sometimes suppose yourself, to be well freighted, shipped, 
and manned for any literary voyage. 

ee eae eee ae the history of poetry taken up In 

e proper spirit and at a proper ti th j it 

for its own sake and useful ae TRL SER miieah adver 


| ii as & means of tracing the 
development of language, the influence of the faneanitit 
upon mans thought and feeling, and of gaining a grasp 


upon relative values. But then there are three main 
reasons for studying the subject. We may study it as part 
of a general plan of culture, or from pleasure in collecting 
such kind of information, or to complete our appreciation 


- If finally you top 
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of poetry. Like a biographical dictionary—that general 
resurrection of nonentities—a history of poetry has to call 
up from Limbo many a4 shade who would otherwise rest 


in well-earned oblivion. 


Most of these were exceedingly 


voluble, of considerable vogue in their day, and interesting 
on other grounds than poetry ; they cannot therefore be 
neglected by those who study for culture and the pleasure 


of information. 
Skelton, Thomas 
written a verse, the fact wo 
man’s appreciation of good poetry. 
positive danger in reading much of 


succession of bad verses, SO that one 
than the majority take a disproport 


hat is but relatively tolerable me. 
De deaiy 00 d our judgment so far vitiated. 


3 | es O 
among the great eee can but scan the verse and get an 


: | n ; 
And if he would ASS ae appreciation, let ges 


uage, and study what 
vot of winning from it the greatest 

i : + the same time, gaining 4 
possible enjoyment eek .sammound off his know- 


ric is f poetry. But 
fitably by reading 2 good history © Pi toe 
cite , e set of verses by heart, volun- 
it ig better to have learnt ones cena of the Words 
all the poems and 
It is better because it is a 


value, leading as it will to natural growth, than a mere 
distension of facts, which too often leads to mental dyspep- 
sia; and better finally, because it secures for him that 


Pa 


an ear for music, 4 heart for 
y—that is the essential equip- 


f all nations wherever chance or 


But had such poets as Occleve, Lydgate, © 
Churchyard, Gascoigne, etc., never 
uld make no difference to any 
Indeed, there 1s a 
such poor stuff. Our 
; “nds made flaccid, by a constant 
i ea or two a little better 
ionate value by con- 
ble may thus become 


i 


‘Satisfying this curiosity 


‘Something of the values 
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development of aesthetic ich j 
Mie eieiced nature feeling which is necessary to a 


Love for an art brings with 


and methods with which a, & Cunosity.ebout Mic aneans 


that art obtains its effects. In 


| with regard to ! : 
become refined, our sensibilities more delicate SS cms 
1 the value of words and of style, we begin to 
eak ee estive importance of themes Ae nGuee of 
Be oieslations int, art comes gradually to us, its problems 
ae or sapere us more and more, and so we rise by 
Bitiat we tt ay wae to actively full appreciation 
personal predilections we Started ir ane ug mites 


objective catholici started with are enlarged into an 
. ty of taste. T arged into 
one poet at the eohiee of oa ae > Should Desire 


inevitable, Evy; our circle of appreciation is almost 
and himself ery poet has his born lovers, between whom 


there is a | . 
that poet has been cet fn the He, oF dealing jyangtag| 


ace of honour we cannot 


admit even t a< Can we, as a rule, bri 
strongly to Seay of other poets peal eee 
in the centr cadets. For if we assume Keats to % 


€ of such a circle, § ‘ 
€ on the ¢j ‘cle, Shelley then will very likely 
unsociable = Rewmetence, as by comparison caldMiadd 


ate: ahd cae Nae outside altogether, as rough, intri- 
as for Pope th and Byron as coarse and unmusical ; while 
once of him oo quotation of a couplet disposes at 
has not some d yet there is no poet of any name who 
and it should b, pecial appeal of his own to certain readers 
appeal is and t the aim of our culture to discover what this 
we: have dan O try and respond to it ourselves, for until 
to be fully 5 SO our aesthetic natures cannot be considered 
ia EE ra et We cannot indeed force ourselves 
5 Seethmle ything for which we have no natural sympath 
Faas can learn to admire what is good in poetry Becuine 
F s good. And for such as need them I will here offer a 
ew ruben suggestions as to the way poetry should 
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be read with a view of finding out whether it is really 
ood. 
: To such I would say, read a poem first for the general 
impression, slowly for the sake of the music, colour, and 
feeling, carefully for the sake of the meaning ; but do not 
stop in the middle to reflect. Having finished the first 
reading, ask yourself what is the central thought of the 
poem, what effect the poet was trying to produce. Is the 
theme in itself poetical; 1s it well treated, well propor- 
tioned? If it is a dramatic poem, do not judge it by the 
same standards as a lyrical poem. Next analyse the 
metrical scheme. How does it _ the theme igs it 
varied or monotonous in its rhythm : If a poreys asin 
music, are there compensations 1n strengt 1 Bae lone 
and significance ¢ If there is a want of pees Ys as af 
vitality picturesqueness, or dignity of style : ene 3 
imag and try to realize the pictures, ATE y 
ean with the composition as 


II4 


armonious, in general tone — th ost on 
h hole Have they originality, vividness, bean 
ae mmonplace confused, not cared rough : 
Bee the : Do they bring out the 


rs. figures,etc. VU ut 

al draped alan i Are they justly proportionate 
oth Do they elevate it by the associations 
qd or not? Examine the single phrases that please, 
LO ound and meaning and position. Note the arrange~ 
- why is this word used rather 
’ 6 delicate shade of meaning, 
added smoothness, fresh- 


copiousness of 


for the choice ‘nation, the strength and refinement of 
thought ang ines of life, the power of the poet. Do not 


ake simplicity of treatment for poverty, One: Shorey 
for syoalth , 
. than 4 

a ee ctecistics of the poet, the side 0 
. themes he is ( , | 
his treatment of a theme with the same theme treated by 
other poets, and note what is special about the style. If 
the poem aims at beauty, 1s it the still and formal beauty of 


a ; 
Me 
j 
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subjective idealism or the supple, st wut 
4 He oe pp rong and SAM es) 
By putting to oneself some such questi 3 : 
taking trouble to answer them, citch Se abe Wee ae 
more enjoyed. But it must be borne in mind that any 
attempt to analyse the charm of a poem, or explain the 
mysterious interaction of thought and feeling and imagina- 
tion that produces it, is waste of time. In vain we beat 
the coverts of words, passion, imagination, thought and 
beauty ; a stirring in the bushes, a rustle of the erass, a dim 
quickly vanishing shadow, that is all teward A feelin 
that something wonderful is at hand. the thrill of ic 
presence, and— the rest is silence ’. So it is always when 
the soul hunts outside the understanding, when ane j 
asked to render up its secrets to the brain. A gust af 
passion sweeps through the branches of thought, rhyth- 
mically sways them, and passes. Behold, there is poetry 
And as easily can trees retain and examine the wind as we 
the charm and mystery of the verse that moves us How 
comes a feeling of infinity to be soluble in sound? What 
is this mysterious power in poetry that makes us echo the 
cry of Faustus kissed by the shade of Helen, ‘ Her li ck 
forth my soul—see, where it flies’? How can t Bet: 
words put together one way throw us into a ier Gi 
delight, and, turned ever so slightly, have no more effect 
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on us than marbles rolled over a flagstone? We hide our 


ignorance of these matters under words like genius and in- 
spiration ; but to finda name fora thing does ei explain it, 
Feeling is dumb; could she speak, we should perhaps 
know all; but she can only make gestures, and art is but 
her most skilful interpreter. For what are words, what 
music even, but gestures of the soul? He therefore who 


would explain the charm of a ee i 
better interpretation of fealingal Gas needs find a still 


me ee | than art itself i 
aes ae = why Seyret of poetry but fotier us see 
skins for the wine vatted in the cellars of life ; 
forth into the cups of the poet. meer oe 

And therefore there is no rule for the making of poetry, 
though It is subject to rules of its own making, the observance 
of which has been found by experience to cause more 
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pleasure than their neglect. Its vehicle of expression being 
common to all who can speak, while its methods and aims 
are opposed to those of ordinary life, it tempts many to 
write who are foredoomed to failure. They feel, but they 

enough ; they imagine, 


do not feel deeply and delicately 
but their imaginations have no life, grace, or stature ; they 
ot make them chime. What 


have words but they cann 
n detail, and the details, 


affects them they try to describe 1 
beautiful, are dull. Or’ 


being neither characteristic nor di 
pompous generalities and 


they confine themselves to 
commonplaces. And so the impression they create is 
either wrong or nugatory. Nor have they any eye for the 
whole. They do not know where to begin, nor where to 
stop, not having any clear idea of the effect they wish to 
roduce, nor command of the means by which it might be 
attained. In short, they have neither conception nor 
execution, only a congestion of feeling. And so they fail, 
and perhaps wonder to themselves what 1s the reason. 
Then it is that they turn again to the classics ; and looking 
on them with a clearer eye, a chastened reverence, find in 
them much that was before hidden. And they no longer 
cry out in bitterness against themselves, OF CUES their 
hours of composition as misspent, knowing that failure was 
the price paid for this new insight, this heightened apprecia- 
hat is good, and acknowledging that the sum was 


tion of w 
unable though 


not excessive. 
he may be to 
s power to don 


And the lover of poetry, nay be 
write it himself, has it in hi > not a little in its 
service. It is for him that the poets write; it is for him 

and to welcome new 


therefore to keep up the standard ~ vel 
He can influence opinion, awake 


strains and new singers. ) 
interest, and spread enthusiasm, for his enjoyment being 
free from envy, and his judgment from partiality, he is 
listened to when praising others’ wares. And so encourage- 
ment is given to those who badly need it, to modern poets, 
who, forsaking perhaps the ways of their predecessors, 
nevertheless give voice to the spirit of the time, serving in 
the cause of beauty and wisdom with no less zeal, even 
though maybe with less power, than those who came before 


them, once modern too. 
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The impulse to create is eternal, the products of that 


impulse inexhaustible. There will never be an end of 


poetry till there is an end of man; 

‘ ; and poetry, h ver 

Shee ‘ae forms, will always be ‘the seme anes it 
ever been—man’s endeavour to realize his emotion and 


{adapting the well known lines of Marvell) 


To roll all his strength and all 
His sweetness up into one ball. 
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